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British imperial culture and indigenous patriarchy both work to subjugate women. There 
is very little room for resistance. Madness as protest is a dominant theme in Victorian literature 
as well as late twentieth-century postcolonial writing by women. This thesis refashions our 
understanding of the madwoman trope by LQYHVWLJDWLQJZULWHUV¶XVHRILWWRFDSWXUHWKHGLYHUVH 
H[SHULHQFHVRIµRWKHU¶PDGZRPHQ,QVWHDGRIDVWULFWO\(XURFHQWULFDSSURach to female 
SURWDJRQLVWV¶H[SHULHQFHVRIPDGQHVVthe thesis places British imperial literary culture in the 
nineteenth century alongside postcolonial writing by women, whether in the Caribbean 
(Dominica), South Asia (India) or the Middle East (Jordan and Egypt). -HDQV5K\V¶VWide 
Sargasso Sea$UXQGKDWL5R\¶VThe God of Small Things)DGLD)DTLU¶VPillars of Salt and Miral 
Al-7DKDZ\¶VThe Tent are placed alongside Emily Brontë¶V Wuthering Heights and Charlotte 
Brontë¶VJane Eyre. A transnational approach is necessary to establish commonality between 
(DVWHUQDQG:HVWHUQZRPHQ¶VOLWHUDU\H[SHULHQFHVRIPDGQHVV. Such commonality persistently 
emerges, once one is alert to its possibility, despite the often obvious differences between literary 
PDGZRPHQ¶VH[SHUiences in a transnational frame. The relationship between madness and 
empire, madness and patriarchy, and madwomen as agents of resistance is exemplified 
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have a certain power to threaten and disrupt universal ideologies that are constantly working to 
re-HQIRUFHZRPHQ¶VVXEMXJDWLRQ7KLVWKHVLV aims to investigate literary representations of 
madwomen figures who protest against their respective societies and environments. When we 
WKLQNRIWKHILJXUHRIWKH³PDGZRPDQ´ZHLPPHGLDWHO\WKLQNRIWKHPDGZRPDQLQWKHDWWLFWKH
crazy, grotesque figure that haunts Charlotte Brontë¶VJane Eyre. In a sense, she is the prototype 
RIWKH³PDGZRPDQ´ILJXUH7KHJRDORIWKLVSURMHFWLVWRHOXFLGDWHRWKHUUHSUHVHQWDWLRQVDQG
meaQLQJVRIWKH³PDGZRPDQ´XVLQJWKH9LFWRULDQSURWRW\SHDVDVWHSSLQJVWRQH,H[DPLQHRWKHU
experiences of female madness by placing the Victorian madwoman alongside the Postcolonial 
and Bedouin madwoman, by placing East/West alongside each other, and attempting to displace 
the dichotomy that divides them. What I would suggest is that Eastern women, colonised 
women, and Bedouin women share the same dichotomous subjugation as Western women. This 
is not to undermine or ignore their specificities and differences, but instead to evoke a wider 
perception, and not a narrow vision, rather a multifaceted madwoman trope. This study is 




with how Beirut has been taken advDQWDJHRIUDSHGDQGNLOOHG7KHPRWKHUODQGDOVRV\PEROL]HVDZRPDQ¶VERG\
and Qabbani insists that revolution is only born from the womb of grief.  My usage of the quotation here is to 
emphasize the significance of the womb, the maternal ±the feminine. All of the madwomen figures protest and 
attempt their own individual revolt because of tragedy, grief and oppression. See: On Entering the Sea: The Erotic 
and Other Poetry of Nizar Qabbani. 
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primarily based on textual analyses that emphasise the ways in which the madwoman trope cuts 
across national and literary boundaries. What emerges instead of a dichotomy of the Western 
madwoman/Eastern madwoman is a bridge that enables connections and serves as a reminder of 
common female experience; experience that iVWKHUHVXOWRIWKH%ULWLVK(PSLUH¶VLGHRORJLHV
colonial relations with the other, and patriarchal oppression within the domestic space.  
This thesis takes a transnational feminist approach, focusing on establishing common 
links between the literary texts and the manifestations of female subjugation, cutting across 
national frontiers and cultures. The network of texts I have chosen works together to emphasize 
human commonality rather than difference. By reading these texts as interrelated and parallel to 
each other, I attempt to suspend and dislocate oppositional structures of East/West, and Eastern 
women versus Western women. Throughout my reading of the texts, I focus on the common 
oppression shared across these borders and boundaries, and challenge the dichotomous thought 
that has (ever since colonialism and imperialism) separated and elevated the West and the 
Western woman above her Eastern counterpart. I am not arguing for a universal status of the 
³PDGZRPDQ´RUZRPDQEXWUDWKHUDWWHPSWLQJWRFUHDWHD new terrain of different madwomen 
whose experiences are, at the end of the day, comparable to each other, despite geographical, 
historical, and cultural differences. The Victorian madwoman who is locked up, then, is not 
altogether different from the Postcolonial and/or Bedouin madwoman, who are confined not in 
the attic or a Victorian bourgeois home, but rather, a tent, a room, an asylum, and most 
significantly, a space of confinement that is the result of both colonialism and patriarchy. The 
confinement is not limited to the attic or any other physical space, but rather, it is limitless. The 
confinement is culturally and imperially constructed; it is an enslavement that women struggle to 
break free from. The journey they embark upon is a journey away from patriarchal and Empire 
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ideologies, specifically a journey into the self. The female protagonists retreat into their inner 
worlds, their psyches, and an internal domain that offers an alternative to the externally 
oppressive environments that they suffer from.  
The othering of women has happened throughout history, across different national, 
geographical, and cultural borders. This othering process has no doubt written itself on both 
ZRPHQ¶VPLQGVDQGERGLHVUHJDUGOHVVRIUDFHFXOWXUHRUVRFLDOFODVV$Vsuch, madness is 
experienced by different classes of women, different cultures, and in different ways by different 
women. In their difference, there is sameness, as the dichotomy of same/different must also be 
called into question, must also be deconstructed, and reveal the inextricable interconnectedness 
of the two oppositions. This project aims to pluralize the images of madwomen, considering 
cultural and geopolitical specificities under the umbrella of sameness or commonality. Yet at the 
same WLPH,DPDZDUHRIWKHSDUWLFXODULWLHVRIHDFKPDGZRPDQ¶VH[SHULHQFHNHHSLQJHDFK
literary figure and text in its historical and cultural context, and I attempt to address the 
specificity of the texts and the different, yet not dissimilar, experiences of madness that they 
embody. In my research, I consider a selection of texts from different literary periods, different 
cultures, and authors of different backgrounds: Emily Brontë¶VWuthering Heights (1847), 
Charlotte Brontë¶VJane Eyre -HDQ5K\V¶VWide Sargasso Sea $UXQGKDWL5R\¶V
The God of Small Things )DGLD)DTLU¶VPillars of Salt (1996), and Miral al-7DKDZ\¶VThe 
Tent (1996).  I use this range of texts to examine the experience of the madwoman, attempting to 




confinement.2  The selection of these texts has been made on the basis of two important 
principles. First, all of the texts are written by women and centre on a strictly female experience 
of living, and of course, the experience of madness and exclusion. Second, the texts are taken 
both from canonical works (the Victorian fiction) and established as well as emerging writers. 
My choice is an attempt to form a bridge between popular texts and lesser known texts. As for 
the specific choices of Bedouin fiction, while there was a wide variety to choose from, ultimately 
it was a matter of finding which texts converse the most with the madwoman trope.   
It is imperative to note that I am aware of the differences between actual madness and the 
experience of madness as portrayed in literature. I do not wish to obliterate the lived experiences 
of madness, nor do I intend to homogenize the experience; as such the narratives that I have 
chosen deal with different types of madness and disability. In Madness: A Brief History, Roy 
3RUWHUFODLPVWKDW³DOOVRFLHWLHVMXGJHVRPHSHRSOHPDGDQ\VWULFWFOLQLFDOMXVWLILFDWLRQDVLGHLWLV
SDUWRIWKHEXVLQHVVRIPDUNLQJRXWWKHGLIIHUHQWGHYLDQWDQGSHUKDSVGDQJHURXV´7KLV
VWDWHPHQWVXSSRUWVP\UHVHDUFK¶VFODLPWKDWZRPHQZKo aim to break down cultural, ideological, 
DQGVRFLDOVWUXFWXUHVDUHODEHOOHGDV³PDG´:KHWKHUWKH\DUHDFWXDOO\FOLQLFDOO\PDGRUPHUHO\
stigmatized as mentally inferior is a question that shall be addressed by referring to textual 
UHSUHVHQWDWLRQVRI³PDGZRPHQ´LQOLWHUDWXUH+RZGRZULWHUVSRUWUD\WKLV³PDGZRPDQ"´6KHLV
QRWDOZD\VFRQGHPQHGWRWKHDWWLFDVLQ&KDUORWWH%URQWs¶VJane Eyre; rather she is a moving 
being, always in a state of being and becoming. She is a Western woman, she is an Eastern 
                                                          
2
 Recently, a Call for Papers was circulated, entitled Aesthetics RI5HVLVWDQFH0DGQHVVLQ%ODFN:RPHQ¶V)LFWLRQV
and the Practice of Diaspora (2013). 7KLV&)3XUJHGIRUWKHLQFRUSRUDWLRQRIµ%ODFN:RPHQ¶LQWRWKHWURSHRIWKH






woman, she is a colonised woman, she is a Victorian woman, and she is a daughter, a wife, a 
mother. Some RIWKHIHPDOHSURWDJRQLVWVDUHGHHPHG³PDG´EHFDXVHWKHLUEHKDYLRXULV
FRQVLGHUHGDEHUUDQWDQGRUGHYLDQW:HVHHWKLVLQWKHFDVHRI$PPXLQ5R\¶VThe God of Small 
Things$PPXLVFRQVLGHUHGD³EDG´ZRPDQDQGLQWKLVFDVHEDGEHFRPHVDV\QRQ\PIRUPDG
Another example occurs in Al-7DKDZ\¶VThe Tent, where madness becomes synonymous with 
the bodily experience of disability. Fatima is considered a mad invalid, different from the norm 
of accepted femininity; her immobility renders her unwomanly; a grotesque figure. In all of the 
texts I have chosen to work with, the female protagonists are socially marginalized or excluded, 
considered mad, and are thus abjected from society.  
The theme of madness and madwomen protagonists is a textual strategy, one that makes 
use of fragmentation that unsettles the readers. The texts do not provide a sense of completeness 
or closure; they are fictions of fragmentation, of gaps and inconsistencies, multilayered 
discourses of otherness, and a sense of disintegration. There are multiple tensions that must be 
UHFRQFLOHGZLWKLQWKHPDGZRPHQ¶VYRODWLOHHQYLURQPHQWVDQGWKHLULQQHUFRQVFLRXVQHVV7KH
SURWDJRQLVWVDUHQRWµQRUPDO¶Ln any sense, they are different and deviant, and their endings are 
culminated in madness and/or death. This textual strategy of employing madness is used by 
women writers to speak out against both patriarchy and Empire, and it is the madwomen 
protagonists who are able to embody agency.  
My thesis is invested in madwomen figures as embodied agents, whether through their 
experience of madness or physical disability. In fictional texts, madness and disability cannot be 
ignored; they are potent forces that shed light on discourses of race, gender, and otherness. I am 




disability is significant in the field of Disability Studies. In Bending Over Backwards: Disability, 
Dismodernism and Other Difficult Positions, he argues that disability is a discursive category, 




extraordinary range of physical, psychiatric, and cognitive attributes. As such, my thesis 
proposes that madwomen figures in literary narratives (written by women) are part of a larger 
scope of deviant figures that are excluded from the discourse of normalcy. The fictional 
madwoman figure is either mentally deranged, has a bout of madness which then manifests itself 
physically, or is both mad and physically disabled. My aim remains to juxtapose diverse 
narratives of Western and Eastern fictional madwomen and their confrontation of patriarchy 
(whether metropolitan British or indigenous in colonised spaces) and colonial and neocolonial 
race and gender oppression.   
The Bildungsroman has been conceptualized in different works that examine fictions of 
female development. My study is interested in the various ways that the Bildungsroman is played 
out in the works of fiction I have chosen to analyse in-depth. The pattern of the female 
Bildungsroman has accommodated different forms of individual growth. Instead of the 
traditional structure of the Bildungsroman, the narrative concludes differently. Gender is 
integrated with the traditional genre, observing what the female experience of growth is, thus 
UHGHILQLQJWKHJHQUH¶VVWULFWGHILQLWLRQVRISORWDQGWKHSURWDJRQLVW¶VVXFFHVVIXOLQWHJUDWLRQLQWR
VRFLHW\6WHOOD%RODNL¶VUnsettling the Bildungsroman: Reading Contemporary Ethnic American 








their respective societies and environment. Maturity is negotiated within multiple tensions and 
sites of trauma, most significantly the terrain of Empire ideologies and patriarchy. All of the 
texts in this study are invested in the interaction with race and class typical of the Ethnic 
American female Bildungsromane. 
The influence of race and gender on the madwoman trope and the Bildungsroman genre 
is intrinsic to this study. The literary representations of madwomen figures help bring the shared 
experiences of gender and racial oppression to the surface. By re-examining Victorian 
representations of madwomen figures, I aim to highlight the ways by which Victorian culture 
was oppressive in its class, gender, and racial politics. As Gayatri Chakravorty Spivak asserts in 
KHUDFFODLPHGHVVD\³7KUHH:RPHQ¶V7H[WVDQGD&ULWLTXHRI,PSHULDOLVP´³,WVKRXOGQRWEH
possible to read nineteenth-century British literature without remembering that imperialism, 
XQGHUVWRRGDV(QJODQG¶VVRFLDOPLVVLRQZDVDFUXFLDOSDUWRIWKHFXOWXUDOUHSUHVHQWDWLRQRI
(QJODQGWRWKH(QJOLVK´ The Victorian texts I have chosen accentuate the racial and 
gender politics that subjugate and eventually annihilate women. I place two of the canonical 
works of the Brontës next to Postcolonial and Bedouin fiction; Postcolonial and Bedouin fiction 
usually present oppressed female characters who are subjected to both patriarchal and colonial 
rule. The texts I have chosen not only share similar themes, but also, they evoke images of 
madness as resistance to both Empire and patriarchal ideologies. In the Victorian texts, there is 
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no mother figure. Both Catherine and Jane do not have mothers; they are orphans, dealing with 
patriarchal relations at home. The British Empire and its imperial ideologies facilitate patriarchal 
relations; in a sense, the Empire comes to stand in metonymically for white male supremacy, the 
father figure who introduces imperial ideologies of class and race, controlling both the public 
and the private sphere. In striking contrast, the female heroines in The God of Small Things, 
Pillars of Salt, and The Tent have mother figures and strong mother-daughter relationships. 
Mother figures feature in these texts as a form of female solidarity, and typically they encourage 
a revolt against patriarchal oppression. Of course, there are some exceptions. Some female 
characters appear as the agents of patriarchal oppression, but it is evident that they suffer from 
the worst type of oppression, whereby the oppressed becomes the oppressor. Generally though, 
the mother figure also symbolizes the motherland, the land that fights against the British Empire, 
and resists colonial contact. The mother figure, then, is an important mechanism in the Eastern 
texts, exemplifying a crucial difference from the metropole. Other themes are repeated across the 
different texts, across different time periods and cultures. There is an undeniable central theme of 
madness and the madwoman as a figure of protest. Subthemes are also repeated, such as 
patriarchy, marriage, domesticity, mothering and child-bearing. External factors pressure and 
threaten to annihilate any female subjectivity and/or sense of self.  
7KURXJKRXWP\WKHVLV,XVH-XOLD.ULVWHYD¶VZRUNRQDEMHFWLRQJLYHQWKDWLWLVPRVW
fitting for the discussion of the multiple traumas to which the female protagonists are subjected. I 
DPDZDUHWKDW.ULVWHYD¶VZRUNLVSDUWRIDORQJWUDGLWLRQRI)UHQFK)HPLQLVW3V\FKRDQDO\VLVEXW
my focus is not on French Feminist theory, as the aim of this study remains one that emphasizes 
commonality, rather than ethnic-minority-specificity within feminism.  My emphasis is on the 




linked with the loss oIVHOIDQGLGHQWLW\WKHPDGZRPHQDUHDEMHFWHGDQGH[FOXGHGIURPµSURSHU¶
society and thus they become the abject itself.  
Intertextuality is necessary for reading the network of texts this thesis explores. The idea 
of relationality between texts poses one way of understanding the way in which texts speak to 
HDFKRWKHUUHJDUGOHVVRIKLVWRULFDODQGOLWHUDU\WLPHSHULRGV*UDKDP$OOHQ¶VIntertextuality 
RXWOLQHVVRPHRIWKHPDMRUWKHRULVWV¶ZRUNRQLQWHUWH[WXDOLW\LQFOXGLQJM.M. Bakhtin, Julia 
Kristeva, Roland Barthes, and Harold Bloom. 3 ,PDNHXVHRIWKHWHUPLQWHUWH[WXDOLW\EHFDXVH³LW
foregrounds notions of relationality, interconnectedness, and interdependence in modern cultural 
OLIH´:HDYLQJWKHWH[WV,KDYHFKRVHQWRJHWKHU,WDNHWKHLGHDRILQWHrtextuality to foreground 
how texts from different cultures and historical periods can be read together, and in fact, repeat 
VLPLODUWKHPHV$V$OOHQQRWHV³+RZHYHULWLVXVHGWKHWHUPLQWHUWH[WXDOLW\SURPRWHVDQHZ
vision of meaning, and thus of authorship and reading: a vision resistant to ingrained notions of 
RULJLQDOLW\XQLTXHQHVVVLQJXODULW\DQGDXWRQRP\´1RWRQO\GRHVWKLVSURMHFWIRFXVRQ
recurrent themes and motifs in writings by female authors, but also, it aims to resist any rigid 
dichotomous thought that renders the East and/or Eastern women invisible. My use of 
intertextuality here argues that Bedouin writing ought to be taken into consideration in order to 
PDLQWDLQWKH³ZKROHQHVV´RI3RVWFRORQLDOOLWHUDWXUH:RUNVRIOLWHUDWXUHDUHLQIOuenced by each 
other and continue to repeat similar tropes, and that is to say, there is no absolute uniqueness to 
the English madwoman, but rather, there is a commonality to all Anglophone post-nineteenth-
century literature that features madwomen figures.  
                                                          
3Allen asserWVWKDWSRVWVWUXFWXUDOLVWFULWLFV³HPSOR\WKHterm intertextuality to disrupt notions of meaning, whilst 
structuralist critics employ the same WRORFDWHDQGHYHQIL[OLWHUDU\PHDQLQJ´$OOHQUHFRJQL]HVWKDWWKHWHUPLWVHOI
is flexible and is used differently by different theorists, including feminist and postcolonial theorists.  
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The recurrent theme of madness in literary works written by women in the English and 
American traditions poses multiple questions. In The Madwoman in the Attic Sandra Gilbert and 
Susan Gubar note that madness in nineteenth century literature was a theme that women writers 
DGRSWHGDVZHOODV³GUDPDWL]DWLRQVRILPSULVRQPHQWDQGHVFDSH«ZHEHOLHYHWKH\UHSUHVHQWD
XQLTXHO\IHPDOHWUDGLWLRQLQWKLVSHULRG´/ike Gilbert and Gubar, I argue that there is 
VRPHWKLQJYHU\GLVWLQFWLYHO\³IHPDOH´LQWKHZULWLQJVRIWKHZRPHQZULWHUV,KDYHVHOHFWHGDQG
WKDWSHUKDSVDQHZWUDGLWLRQLVLQRUGHURQHWKDWHQFRPSDVVHVWKH³RWKHUPDGZRPDQ´DQGEULQJV
the Victorian madwoman closer to her Eastern counterpart. Gilbert and Gubar maintain that:  
It is debilitating to be any woman in a society where women are warned that if they do 
not behave like angels they must be monsters. Recently, in fact, social scientists and 
social historians like Jessie Bernard, Phyllis Chesler, Naomi Weisstein, and Pauline Bart 
have begun to study the ways in which patriarchal socialization literally makes women 
sick, both physically and mentally (53).  
In the same vein, this project aims to find the SDUDOOHOFRQQHFWLRQVWKDW³PDNHZRPHQVLFN´ZKLOH
expanding the madwoman paradigm to include different texts and cultures, that still resonate 
ZLWKWKH9LFWRULDQPDGZRPDQWURSH$VWXG\OLNH*LOEHUWDQG*XEDU¶VZDV(XURFHQWULFLQLWV
approach, but nevertheOHVVUHPDLQVLQGLVSHQVDEOHIRUZRPHQ¶VOLWHUDU\KLVWRU\,ILQGWKHLU
argument regarding patriarchal conditions that drive women mad particularly useful, and it will 
be referred to throughout the chapters.  
It is crucial to historicize the emergence of madness and its repercussions.  Michel 
)RXFDXOW¶VMadness and Civilization: A History of Insanity in the Age of Reason is considered 
one of the most influential works on mental illness, a great contribution to the sciences and the 
arts. Foucault argues that madness is not necessarily a biological or natural state, but is socially 
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constructed and sustained by oppressive societies which aim to control, regulate, and monitor 
human behaviour.  Foucault has studied tKHLQVWLWXWLRQDOL]DWLRQRIPDGQHVVDQGKXPDQNLQG¶VIHDU
RI³WKHEHVWLDOLW\RIWKHPDGPDQ«7KHPHQWDOO\LOOSHUVRQZDVQRZDVXEKXPDQDQGEHDVWO\
VFDSHJRDWKHQFHWKHQHHGWRSURWHFWRWKHUV´YLL3HUKDSVWKHELJJHVWGRZQIDOORI)RXFDXOW¶V
work is its preoFFXSDWLRQZLWKWKH:HVW¶VYLHZVRQPDGQHVV\HWLWUHPDLQVLQGLVSHQVDEOHWRWKH
study of madness. It is crucial to note that his text will only serve here as offering a general 
XQGHUVWDQGLQJRIPDGQHVVUDWKHUWKDQDVSHFLILFH[DPLQDWLRQRIZRPHQ¶VPDdness and even 
more precisely, Eastern womeQ¶VSOLJKW 
 )RU)RXFDXOWPDGQHVVDQGVDQLW\DUHPXWXDOO\FRQVWUXFWHG+HVSHDNVRIWKH³PDQRI
PDGQHVVDQGWKHPDQRIUHDVRQPRYLQJDSDUWDUHQRW\HWGLVMXQFW«+HUHPDGQHVVDQGQRQ-
madness, reason and non-reason are inextricably involved: inseparable at the moment when they 
GRQRW\HWH[LVW´[6DQLW\DQGLQVDQLW\DUHGXDOLVWLFRSSRVLWLRQVEXWIRU)RXFDXOWWKH\DUH
FRH[LVWLQJ7KHTXHVWLRQRIPDGQHVVLQ)RXFDXOW¶VWH[WGHDOVZLWK:HVWHUQQRWLRQVRIUHDVRQDQG
unreason, what constitutes both, and how society had perceived those who failed to behave 
within the reason framework. Western culture went through a series of reactions to madness, or 
ZKDWZDVGHHPHGDV³XQUHDVRQ´$WWKHHQGRIWKH0LGGOH$JHV³PDGQHVVand the madman 
[became] major figures, in their ambiguity: menace and mockery, the dizzying unreason of the 
ZRUOGDQGWKHIHHEOHULGLFXOHRIPHQ´7KHPDGPDQVRWRVSHDNZDVDEOHWRHQXQFLDWH
reality and reason through his utterances of unreason. HHZDVDEOHWRSURYLGHRUVSHDN³ORYHWR
lovers, the truth of life to the young, the middling reality of things to the proud, to the insolent, 
DQGWROLDUV´3HUKDSVHYHQPRUHVRLVWKHPDGZRPDQZKRLQKHUPDGQHVVLVDEOHWR
threaten the patriarchal order. In the selections of texts I have chosen, the madwoman figure is a 
figure of protest that almost always speaks out against the hegemonic order, and uncannily is the 
12 
 
voice of wisdom. Her voice is the voice of true reason, the voice that the author employs to 
FULWLTXHVRFLHW\DQGZRPHQ¶VVXEMXJDWLRQ.  
 In the four texts I have chosen, madness is the gateway to an individual revolution.  Only 
through madness are the madwomen able to access a different reality. Sufism, for example, calls 
for the breakdown of the ego, demolishing boundaries of selfhood, in order to find a larger, 
universal truth of being and existence. Madness is sacred in Sufism because it entails a loss of 
self for a higher purpose. Karen Armstrong suggests that this state of annihilation, which is 
FDOOHG³fana´ LQ$UDELFLVWKHHQGRIWKHH[SHULHQFHRIVHSDUDWLRQDQGOHDGVWR³DVHQVHRI
DEVRUSWLRQLQWRDODUJHULQHIIDEOHUHDOLW\´ Perhaps what these fictional madwomen do is 
DQDFWRI³fana´DQGDSURWHVWWKDWGRHVGLVVRlve the self in order to find, or call for a better 
reality. ,Q³The Wisdom of Intoxication: /RYHDQG0DGQHVVLQWKH3RHWU\RI+DIL]RI6KLUD]´
James Newell argues that for the Sufi, madness is not necessarily chaotic, especially if it 
LQYROYHVD³FRQVFLRXVXQLRQZLWKWKHVRXUFHRIDOOWKLQJV´7KHXQLRQLVXVXDOO\ZLWK*RG
a higher being, and an escape from everyday life to a better alternative. Newell suggests:  
When madness is understood in this way, as a spiritual experience, the idea parallels the 
Jungian idea of individuation, a process which necessarily involves a breakdown and 
transformation of conscious structures of the personality, in order to make room for the 
inclusion of other, previously unconscious, contents of the personality (202).  
Divine madness for the Sufi is a state of existence that requires an act of surrender and a 
EUHDNGRZQRIWKHHJR7KHUHZDUGJRHVEH\RQGWKHµDYHUDJH¶XQGHUVWDQGLQJRIVDQLW\LQVDQLW\
and this everyday life. Madwomen characters in the four texts reach a state of annihilation that is 





women, specifically in English culture and history without regard to Empire. This, of course, is 
yet another potential limitation, whereby Eastern womeQ¶VVXIIHULQJLVQRWWDNHQLQWRDFFRXQW
+RZHYHU6KRZDOWHU¶VZRUNXVHIXOO\HQJDJHVZLWKTXHVWLRQVRIPDGQHVVDQGFRQILQHPHQW
GRPHVWLFLW\DQGZRPHQ¶VVXERUGLQDWLRQLQ9LFWRULDQFXOWXUH6KRZDOWHU¶VDQDO\VLVRI9LFWRULDQ
culture and literary representations of madwomen is insightful and will provide much theoretical 
background for the foundation of the project. She explains: 
7KHULVHRIWKH9LFWRULDQPDGZRPDQZDVRQHRIKLVWRU\¶VVHOI-fulfilling prophecies. In a 
society that not only perceived women as childlike, irrational, and sexually unstable but 
also rendered them legally powerless and economically marginal, it is not surprising that 
they should have formed the greater part of the residual categories of deviance from 
which doctors drew a lucrative practice and the asylums much of their populaWLRQ«7KXV
PHGLFDODQGSROLWLFDOSROLFLHVZHUHPXWXDOO\UHLQIRUFLQJ$VZRPHQ¶VGHPDQGVEHFDPH
increasingly problematic for Victorian society as a while, the achievement of the 
SV\FKLDWULFSURIHVVLRQLQPDQDJLQJZRPHQ¶VPLQGVZRXOGRIIHUERWKDPLUURURIFXltural 
attitudes and a model for other institutions (72-3).  
As a consequence of European imperial and colonial rule, the Western psychiatric 
SURIHVVLRQZDVDEOHWRPDQDJHZRPHQ¶VPLQGVLQERWKWKH(DVWDQGWKH:HVW$VWKHFRORQLVHU
brought along Victorian ideologies to the colonised, the Master was able to write the Slave, the 
:HVWZDVDEOHWRZULWHWKH(DVWDQGWRXVH(GZDUG6DLG¶VWHUPRULHQWDOLVHWKH(DVWDQGEastern 
women. As such, there has always been a desire to control, colonise, tame, and conquer beastly 
Eastern women, who in more ways than one represent the colonised land. With all their allure 
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DQG³P\VWHULHV´(DVWHUQZRPHQ became doubly oppressed, doubly marginalized, and doubly 
feared. As with all ideological and cultural hierarchies, the West was placed above the East, the 
Western men above Eastern men, Western women above Eastern women, and so on. The list is 
endless. What concerns me is the idea of Western womeQDVRFFXS\LQJDVRUWRI³SRVLWLRQDO
VXSHULRULW\´ZKLFKHOHYDWHVKHUIDOVHO\RYHU Eastern women (Said 7). Only in a false dialogue 
between East and West building on an ideological construction of absolute difference does this 
KROG,SURSRVHD³FRQWUDSXQWDO´UHDGLQJWKDWIRFXVHVRQGLIIHUHQWH[SHULHQFHVDV(GZDUG6DLG
VXJJHVWVLQ³'LVFUHSDQW([SHULHQFHV´DUHDGLQJWKDWUHTXLUHVXVWRWKLQNDERXWFRPPRQDOLW\DQG
human experience (28). When we focus on First World FePLQLVWVDQGWKH:HVWHUQZRPDQ¶V
H[SHULHQFHRUWKHVSHFLILFLW\RI7KLUG:RUOG:RPHQ¶VH[SHULHQFHVRXUSHUVSHFWLYHEHFRPHV
limited, even though the initial aim of these theoretical practices is to be specific and adequate. 
$V6DLGDUJXHV³7KHGLIILFXOW\Zith theories of essentialism and exclusiveness, or with barriers 
and sides, is that they give rise to polarisations that absolve and forgive ignorance and demagogy 
PRUHWKDQWKH\HQDEOHNQRZOHGJH´7KHUHPXVWEHDQHPSKDVLVRQFRPSDUDWLYHSHUVSHFWLYHV 
and contrapuntal readings to be able to interpret together different experiences in order to arrive 
at a human commonality and establish common ground. This includes looking at different works 
of literature and placing them alongside each other and establishing a dialogue between them and 
a common language.  
Throughout this project, by looking at various representations of Eastern and Western 
ZRPHQLQGLIIHUHQWFXOWXUHVDQGKLVWRULHVZHJUDVSDPRUH³WUXWKIXO´NQRZOHGJHRIWKHIDOVLW\RI
the dichotomy and the ultimate need for deconstruction of the difference and superiority 
presumptions. Chandra Mohanty offers a compelling and convincing argument: 
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So in this political/economic context, what would an economically and socially just 
feminist politics look like? ... It would require recognizing that sexism, racism, misogyny, 
and heterosexism underlie and fuel social and political institutions of rule and thus often 
lead to hatred of women and (supposedly justified) violence against women. The 
interwoven processes of sexism, racism, misogyny, and heterosexism are an integral part 
of our social fabric, wherever in the world we happen to be (3).  
3DUWRIWKH³YLROHQFH´DJDLQVWZRPHQWKDWLV³MXVWLILHG´LVWKURXJKWKHLPDJHRIWKHPDGZRPDQ
as in, for example, BertKD0DVRQ¶VLPDJH+RZHYHUWKLVYLROHQFHH[WHQGVEH\RQGWKHOLPLWVRI
³KDWUHG´,WVWHPVIURPDSDWULDUFKDOUDFLVWPLVRJ\QLVWLFIHDURIZRPHQQRPDWWHUZKHUHWKH\
come from and which national frontiers they are limited to. Mohanty stresses the importance of 
highlighting the differences between First World and Third World women, and she urges a 
SOXUDOLW\RIIHPDOHLGHQWLWLHV³,QRWKHUZRUGVV\VWHPVRIUDFLDOFODVVDQGJHQGHUGRPLQDWLRQGR
QRWKDYHLGHQWLFDOHIIHFWVRQZRPHQLQ7KLUG:RUOGFRQWH[WV´). Mohanty upholds the idea of 
difference and the importance of citing these differences between women so as not consciously 
to ignore or overlook specific differences of cultural and historical arenas. As the chapters move 
along, I remain aware of such differences and I do not claim there is one madwoman, or one 
experience of madness, but instead, I argue for a multifaceted image of the madwoman, one that 
includes, rather than excludes the Eastern madwoman.   
 Oppositional structures and dichotomies uphold borders and boundaries between 
Self/other, male/female, West/East, mother/daughter, culture/nature, abled/disabled, and many 
other sets of binaries. In Mappings 6XVDQ)ULHGPDQDVVHUWVWKDW³%RUGHUVKDYHDZD\RILQVLVWLQJ





these dichotomies that rely on borders and boundaries, while stressing the way by which these 
borders/boundaries are also permeable and can be understood as bridges of connection. Friedman 
QRWHVWKDWIHPLQLVPLVQRZFRQFHUQHGZLWK³WKHJHRSROLWLFVRILGHQWLW\´DQd acknowledging 
GLIIHUHQFHVEHWZHHQFXOWXUHVDQGZRPHQ¶VLGHQWLWLHV$WWKHVDPHWLPHLWLVLPSHUDWLYHWRUHPDLQ
aware of connections and similarities, rather than simply difference. There is a great fear of 
falsely universalizing experience and consequently obliterating difference and specificity, so 
much so that any notion of commonality is now looked at cautiously and questionably. This 
project attempts to forge a bridge, a new understanding of a specifically female commonality, 
which has been overshadowed by feminist debates upholding difference.  
There has been a constant stress on the idea of difference and uniqueness, which 
ultimately has subordinated the idea of sameness. Diana Fuss takes up the debate between 
essentialists and social constructionisWVLQµ7KH5LVNRI(VVHQFH¶LQEssentially Speaking. She 
recognizes the tension between the two polarities and the division amongst feminists:  
It could be said that the tension produced by the essentialist/constructionist debate is 
responsible for some of IHPLQLVWWKHRU\¶VJUHDWHVWLQVLJKWVWKDWLVWKHYHU\WHQVLRQLV
constitutive of the field of feminist theory. But it can also be maintained that this same 
dispute has created the current impasse in feminism, an impasse predicated on the 
difficulty of theorizing the social in relation to the natural, or the theoretical in relation to 
the political. The very confusion over whether or not the essentialist/constructionist 
tension is beneficial or detrimental to the health of feminism is itself overdetermined and 
constrained by the terms of the opposition in question (665). 
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Since the 1970s and 1980s, the debates between Essentialists and Anti-Essentialists have been a 
major concern for feminism. Feminists rejected Essentialism, afraid of any universal claims that 




not altogether limiting, and we can at least suggest a shared commonality and identification 
DPRQJZRPHQ6KHFODLPVWKDW³WKHWURXEOHVRIµZRPHQ¶«DUHQ¶WXQLTXH%XWDUHQ¶WWKH\
DUJXDEO\SHFXOLDULQWKDWµZRPHQ¶KDOIWKHKXPDQSRSXODWLRQGRVXIIHUIURPDQH[WUDRUGLQDU\
ZHLJKWRIFKDUDFWHULVDWLRQ"´(YHQZKHQZHUemain vigilant about the importance of not 
KRPRJHQLVLQJZRPHQ¶VH[SHULHQFHVDQGSD\LQJDWWHQWLRQWRVSHFLILFLWLHVDQGGLIIHUHQFHV
HYHQWXDOO\ZHHQGXSZLWKWKHFDWHJRU\RIµZRPHQ¶ 
By the 1990s, Anti-Essentialist feminists found no common ground or position that 
ZRPHQFRXOGVKDUH,Q&KDQGUD7DOSDGH0RKDQW\¶V³8QGHU:HVWHUQ(\HV´ILUVWDSSHDUHG
in Feminist Review and questioned ethnocentric beliefs about the universality of women. She 
stresses the importance of difference between women and their exSHULHQFHV:KLOH0RKDQW\¶V
argument is necessary in avoiding a monolithic view of women, it also focuses extensively on 
articulating differences between First World and Third World Women. She remains wary of 
assuming a shared oppression between women: 
The homogeneity of women as a group is produced not on the basis of biological 
essentials, but rather on the basis of secondary sociological and anthropological 




be assumed on the basis on gender; it must be formed in concrete, historical and political 
practice and analysis (262).  
Mohanty is concerned with how Western feminists construct and stereotype the experiences of 
Third World women. Her argument speaks against cultural and racial assumptions and calls for 
specificity. Yet the polarities remain ± the borders between First and Third World women remain 
rigidly fixed and upheld. I argue that we need to look beyond the sameness/difference debates.  
In any society, there are systems of race, class, and sex oppression, varying degrees of female 
subjugation, but they remain a shared reality.  
I argue that the idea of difference tends to forget that no culture and/or literary work 
stands alone. Influence is everywhere. That is the precise significance of drawing connections 
DQGILQGLQJSDUDOOHOV,Q³%RUGHUVDQG%ULGJHV´1JXJL:D7KLRQJ¶RLQVLVWV³,WLVRQO\ZKHQZH
see real connections that we can meaningfully talk about differences, similarities, and identities. 
So the border, seen as a bridge, is founded on the recognition that no culture is an island unto 
itself. It has been influenced by other cultures and other histories with which it has come into 
FRQWUDFW´The Postcolonial Studies Reader 391). Ngugi recognizes the challenges of finding and 
establishing these connections within the field of literature. He emphasizes the interrelation 
EHWZHHQOLWHUDWXUHDQGVRFLHW\DV³WKHFKDOOHQJHWRVee connections between literature and that 
wholeness we call society, a wholeness constituted by all that comes under economics, politics, 
DQGWKHHQYLURQPHQW´My thesis adds Bedouin literature to the category of Postcolonial 
literature, calling for an integration of Bedouin writing into the field, in order to stretch the 
bridge of connections and add to the wholeness of literature written in the aftermath of British 




Organization of Chapters: 
 The first chapter of the thesis will focus on reading Wuthering Heights (1847), Jane Eyre 
(1847) and Wide Sargasso Sea (1966) as examples of the forces of patriarchy and racism that 
were a part of imperial ideology and beliefs. I begin the thesis with these canonical works in 
order to emphasise the ways in which Victorian ideology and culture were particularly 
oppressive and sexist ± not to mention infested with racial discrimination and intolerance. That 
very same ideology paved the way for the legitimization of British colonialism abroad. As such, 
English womeQ¶VVXIIHULQJbears a striking similarity to postcolonial or Eastern womeQ¶V. In 
Emily Brontë¶VWuthering Heights&DWKHULQHORYHVWKH³RWKHU´+HDWKFOLIIZKRLVYLFWLPWRWKH
VRFLDOUHVWUDLQWVDQGUDFLVWLGHRORJLHVRI9LFWRULDQFXOWXUH+HLVEUDQGHGDV³GDUN´DQG³RWKHU´DW
the very beginning of the novel and denied any human traits, until the reader begins to regard 
him as the villain of the novel, rather than merely a product of discrimination. Catherine, I 
suggest, is driven mad because of patriarchal dominance and Victorian white-male ideology that 
ultimately leads Catherine down a path of self-destruction and self-DQQLKLODWLRQ+HDWKFOLII¶V
suffering comes into play as the supremacy of social class prevails over his sense of self, his own 
dignity and humanity. The circle of racial, ideological, and social hatred exemplifies a never-
ending cycle of gruesomeness and viciousness that remains a dominant feature of the text. The 
FRXSOH¶VGHVLUHIRUHDFKRWKHUEHFRPHVDWUDQVJUHVVLRQLQLWVHOI\HWVRFLHW\VHSDUDWHVWKHPDQG
Catherine is unable to keep that part of herself which she so cherishes: Heathcliff. CatherinH¶V
bout of madness is mitigated by an emotional death and subsequently a literal, physical death. 
Her rebellion begins very early on, through her choice of lover, and ends with her will to write 
her own ending.  
20 
 
Charlotte Brontë¶VJane Eyre is read alongsLGH-HDQ5K\V¶VUHZULWLQJRIWKHWH[WWide 
Sargasso Sea. When analysing Jane Eyre, I look for the sexual and racial politics at hand, along 
ZLWKWKHWUHDWPHQWRILOOQHVVDQGGLVDELOLW\ZLWKLQWKHWH[W,UHDG-DQH¶VMRXUQH\OLNH&DWKHULQH¶V
as a Bildungsroman. Jane and Bertha, or Antoinette in Wide Sargasso Sea, are almost always 
UHDGDVHDFKRWKHU¶VGRXEOHVRURSSRQHQWV7KLVSDUWRIWKHSURMHFWRXWOLQHVWKHPDMRUUHDGLQJVRI
both texts, the debates surrounding the two characters, and proposes a reading that focuses on 
both their experiences with the same man, Mr. Rochester. Like her predecessor, Jane is, in a 
sense, controlled and manipulated by Mr. Rochester. However, Jane is able to fit into his beliefs 
and inscriptions of femininity and sanity. Undoubtedly, Bertha is exiled and shunned to make 
room for the heroine Jane ± but not before challenging and disrupting all notions of femininity 
LQVFULEHGXSRQKHUE\SDWULDUFKDODQGPRUHLPSRUWDQWO\FRORQLDOLGHRORJLHV-HDQ5K\V¶VWide 
Sargasso Sea is a subtle exploration of the damages inflicted by Empire and colonialism on the 
colonised psyche. In this portion of the project, I aim to underline how madness emerges as a 
product of colonialism. For Antoinette, the issue of public politics versus private politics is 
necessary to examine how she is, in a sense, a symbol for all those who are enslaved by the 
White master. Indisputably, her mind does deteriorate, but it is only through this deterioration 
WKDWVKHUHFODLPVKHUERG\DVQRORQJHUDQRWKHU¶VSURSHUW\, and consequently, there is a 
reclaiming of her identity, an identity that Mr. Rochester has attempted to erase all along. Like 
Catherine, Bertha/Antoinette is confined in a Victorian imperial culture that allowed no room for 
resistance.  
 The second chapter addresses the ways by which colonialism and its effects have harmed 
WKHSRVWFRORQLDOQDWLRQDQGSV\FKHVSHFLILFDOO\WKHIHPDOHVXEMHFW¶VVHQVHRILGHQWLW\LQDFKDRWLF
SURFHVVRIIDLOXUHVWRGHFRORQLVH%\IRFXVLQJRQ$UXQGKDWL5R\¶VThe God of Small Things, a 
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novel of political and personal turmoil, the thesis attempts to shed light onto the damage that 
colonialism and the British Empire inflicted upon the personal and the political, within the 
domestic and public spheres. Patriarchal relations and the caste system of India add fuel to the 
HIIHFWVRIFRORQLDOLVP1LFNRODV'LUNV¶VCastes of Mind: Colonialism and the Making of Modern 
India suggests that British colonialism helped create the caste system as it has come to be. The 
Ipe family suffer from whDW,WHUP³DVVLPLODWLRQPDGQHVV´DGHVLUHWRPHUJHZLWKDQGEHFRPH
WKHFRORQLVHUZKLOHUHMHFWLQJRQH¶VRZQQDWLYHLGHQWLW\$PPXLVDPRWKHUDQGHYHQPRUH
specifically a divorced mother ± she represents the motherland, the mother who is now divorced 
from the British Empire and colonialism. She embodies the postcolonial state, and she is the 
³PDGZRPDQ´LQWKHWH[WDILJXUHRISURWHVWDYRLFHWKDWFULWLTXHVFRORQLDOLVPDVVLPLODWLRQDQG
the loss of identity. She is a rebellious figure who chooses, like Catherine in Wuthering Heights, 
to be with an Untouchable, Velutha, someone who is excluded from society. Like Catherine and 
+HDWKFOLII¶VUHODWLRQVKLS$PPXDQG9HOXWKD¶VDIIDLUWKUHDWHQVVRFLHW\DQGERWKSULYDWHDQG
public spheres. Ammu, like CatherineLVFRQVLGHUHGDZLOGZRPDQHYHQPRUHVRD³EDG´
woman, someone who is unfit to be a mother, and eventually her sanity is questioned. Ammu 
eventually becomes extremely ill. Also like Catherine, her body fails her, and the trauma of the 
mind writes itselIRQWRKHUERG\$PPX¶VFKLOGUHQ5DKHODQG(VWKDVXIIHUIURPWKHLUPRWKHU¶V
choices, the loss of the mother, and also follow in her footsteps. I read Rahel and Estha as 
doubles, and I focus on their own journey, a Bildungsroman WRROLNH&DWKHULQH¶VDQG-DQH¶V 
but a postcolonial one also.   
The third chapter pursues a new angle on WKH³0DGZRPDQ´E\FRQVLGHULQJ%HGRXLQ
culture and society and calling for the integration of the Bedouin madwoman into the category of 
postcolonial feminist fiction. I begin the chapter introducing Bedouin culture, history, and family 
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politics. Bedouins are a distinct group that have been neglected and overlooked in fiction. There 
are a few fictional works that deal exclusively with Bedouins and Bedouin culture, and I have 
selected two: one from Jordan and one from Egypt, both of which deal with the subject of the 
%HGRXLQ³PDGZRPDQ´Fadia Faqir is an Anglophone writer who is interested in Jordanian 
Bedouin culture and diaspora. She is originally from Jordan, born into a Bedouin family, and left 
to England to earn her degree in Creative Writing. Her novels include Nisanit (1988), Pillars of 
Salt, My Name is Salma (2007), and finally :LOORZ7UHHV'RQ¶W:HHS (2014). The first, Fadia 
)DTLU¶VPillars of Salt, explores the colonial and postcolonial pressures during and after the 
British Mandate. Two women tell their different stories and how they have ended confined to a 
room in a mental institution. The main protagonist, Maha, is a Jordanian Bedouin woman 
originating from the lineage of an aristocratic tribe. Similarly to Ammu, Maha must face the 
oppressions of a tribal, colonised/postcolonial society. Ruled by both native patriarchy and 
British colonisers, there is very little possibility of resLVWDQFH0DKD¶VEURWKHU'DIIDVKOLNH
$PPX¶VEURWKHU&KDFNRLVD%ULWLVKSXSSHWDWWHPSWLQJWRDVVLPLODWHDQGZLQWKHFRORQLVHU¶V
approval. Daffash confines Maha to a mental asylum, in the same way that Bertha/Antoinette is 
confined to the attic, Ammu and Catherine to their bedrooms, and Fatima to a room in the tent. 
0DKD¶VVWRU\LQWHUVHFWVZLWKWKDWRIKHUIHOORZLQPDWHDWWKHDV\OXP8P6DDG%RWK0DKDDQG
8P6DDG¶VVWRULHVGHDOZLWKLVVXHVRISDWULDUFKDODQGFRORQLDOSRVWFRORQLDOGRPLQDWLRQVRFLDO
and psychological pressures, as well as distorted perceptions of their bodies and inscriptions that 
are written on them. They are labelled as dangerous, different, and abnormal. Although Maha is 
a peasant and Um Saad is a city dweller, in their difference, there is sameness. They form a 
sisterhood both against the men in their lives and against the English doctor treating them, as 
they try to resist everything which continues to subjugate them.  
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  In the fourth chapter, the scene is shifted from the Bedouins of Jordan to Egyptian 
Bedouins. Egyptian writer, Miral Al-Tahawy, is interested in Bedouin culture and identity, 
having been born to a Bedouin father. Her first novel Al-Khibaa (The Tent) came out in 1996, 
followed by Al-Badhingana al-zarqa (The Blue Aubergine), Naquarat al-Zibae (Gazelle Tracks) 
and recently Brooklyn Heights (2012). Al-7DKDZ\¶VThe TentOLNH)DTLU¶VPillars of Salt is 
concerned with what colonialism and imperialism have done to Bedouin culture. The novel, like 
the rest of the texts I have chosen, is a Bildungsroman that ends tragically, with no conflicts 
solved. Madness is the final culmination of events, as in all of the texts I have examined. At the 
beginning of The Tent, the protagonist is a child, Fatima, who speaks of her mother, who is 
ORFNHGDZD\EHFDXVHVKHFULHVDOOWKHWLPH)DWLPD¶VPRWKHULVDPDGZRPDQLQWKHWHQWUDWKHU
than in the attic. She is confined and restrained, and is unable to give birth to sons, which in a 
%HGRXLQFXOWXUHLPSOLHVWKDWVKHLV³DEQRUPDO´DQGHYHQ³HYLO´,H[DPLQHWKHPRWKHU-daughter 
UHODWLRQVKLSDQGWKHZD\E\ZKLFK)DWLPDIROORZVLQKHUPRWKHU¶VIRRWVWHSV:KHQ)DWLPD¶V
mother dies, she is taken to live with a foreign Orientalist, Anne, who offers to educate her in 
H[FKDQJHIRU)DWLPD¶VKRUVH)DWLPD¶VRSSUHVVLRQLVGRXEOHGDWWKLVSRLQWLQWKHQRYHO+HUVHQVH
RILGHQWLW\DQGVHOILVVKDWWHUHGDVVKHVSLUDOVGRZQZDUGVLQWRDQHQGLQJVLPLODUWRKHUPRWKHU¶V
madness and confinement. Fatima is both mentally and physically disabled at the end of the 
novHODV\PERORIKHUH[LVWHQFHRXWVLGHWKHDFFHSWHG³IHPLQLQH´IUDPHZRUN)DWLPDOLNHWKH
IHPDOHFKDUDFWHUVLQ5R\¶VDQG)DTLU¶VZRUNLVFRQVWDQWO\VXEMXJDWHGE\ERWKSDWULDUFK\DQG
FRORQLDOUHODWLRQV,WLVQRFRLQFLGHQFHWKDW)DWLPD¶VOHJLVDPSXWDWHGEy Anne; the relationship 
EHWZHHQ(DVWDQG:HVWLVSRLVRQRXVWR)DWLPD7KHWH[WOLNH5R\¶VThe God of Small Things and 
)DTLU¶VPillars of Salt, explores the inextricable links between patriarchy and colonialism, and 
madness is featured as both a consequence of and a reaction to the oppressing environment.  
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The conclusion draws together the main arguments in the chapters and re-visits the 
madness trope in I have considered. The many themes I have analysed include the patriarchal 
and colonial relations within the domestic space and the public space, culture-specific factors 
WKDWDFFHQWXDWHWKH³PDGZRPDQ¶V´FRQGLWLRQWKHBildungsroman, the mother-daughter 
relationship in postcolonial texts, abjection and trauma, loss, self-annihilation and alienation, and 
madness as a breakdown as well as a breakthrough. In the texts I have chosen, madwomen 
figures speak, but are not heard. Ironically, their words are usually words of wisdom; they have 
an uncanny ability to diagnose the failures of their societies and criticize the oppressive forces of 
Empire and patriarchy. There is a paradoxical power of madness that threatens to unravel and 
vocally criticize previously sanctioned ideologies of oppression. As such, the madwomen are 
silenced, shunned, and abjected.  
This study marks a beginning rather than a comprehensive survey of a vast field, and I do 
QRWFODLPWRKDYHLQFOXGHGDOOZRUNVWKDWUHSUHVHQWWKH³RWKHU´PDGZRPDQ0\WH[WVDUHIRFXVHG
on the Victorian era and the 1990s, so as to limit my study to a certain time frame. However, 
there are a plethora of works that engage with madness in different contexts and time periods. 
Bedouin fiction, specifically, is a relatively new area and I hope that this study will encourage 
more research on the representation of Bedouin women in literature, and might be viewed as 








Chapter One: From Imperial to Postcolonial: The Madwoman in Wuthering Heights, Jane Eyre, 
and Wide Sargasso Sea 
 
Representations of madness and mad female characters in Victorian fiction have been a 
subject of scholarly interest and research for decades. There have been seminal studies and texts 
which examine the correlation between the mad female heroine and her surroundings. The 
Madwoman in the Attic by Sandra M. Gilbert and Susan Gubar is an indispensable aid to 
approaching this haunting figure of the madwoman and thHKHURLQH¶VDVZHOODVWKHDXWKRU¶V
struggle against patriarchal oppression. Gilbert and Gubar emphasize the anxiety that female 
DXWKRUVIDFHGDWDWLPHZKHQOLWHUDWXUHDQGZULWLQJZDV³SK\VLRORJLFDOO\DVZHOODV
VRFLRORJLFDOO\LPSRVVLEOH´IRUDZRPDQEHFDXVHWKHSHQZDVVHHQDVDPHWDSKRULFDOSHQLV³,I
male sexuality is integrally associated with the assertive presence of literary power, female 
VH[XDOLW\LVDVVRFLDWHGZLWKWKHDEVHQFHRIVXFKSRZHU´$VVXFKIHPDOHZULWHUVKDGWRFUHDWH
heroines who seized this supposedly inherent otherness and lack in order to recreate meanings of 
otherness, monstrosities; female characters who turned lack into power. Most of the female 
characters in Victorian novels suffered from the repression of desire and froP9LFWRULDQVRFLHW\¶V
expectations. Michel Foucault, in The History of Sexuality Volume 1 argues that the image of the 
9LFWRULDQDQGLPSHULDOSUXGHLV³HPEOD]RQHGRQRXUUHVWUDLQHGPXWHDQGK\SRFULWLFDOVH[XDOLW\´
(3). For Foucault, power elicited, rather than repressed desire, and sexuality itself became a new 
NLQGRIGLVFRXUVHWKDWZDVDQLQLWLDOSDUWRIKRZRQHGHILQHGRQH¶VVHOI9LFWRULDQZRPHQQRW
only suffered from the burden of such discourse, but patriarchal relations at home were 







WKDQELRORJLFDOUHODWLRQV´,XVHWKHWHUPSDWULDUFK\Whroughout this project to refer to 
SDWULDUFKDOUHODWLRQVDQG³SDWULDUFKDOLGHRORJ\´ZLWKRXWGLVPLVVLQJGLIIHUHQWKLVWRULFDOUDFH
class, and socioeconomic factors (Barrett 19).  Most significant however, is the concept of race 
in the texts I have chosen to consider in this chapter. Like Gayatri Chakravorty Spivak in ³7KUHH
:RPHQ¶V7H[WVDQGD&ULWLTXHRI,PSHULDOLVP´,DUJXHWKDW9LFWRULDQOLWHUDWXUHVLJQLILHVDQ
overwhelming saturation of the culture with LPSHULDOLVP6SLYDNDVVHUWV³,WVKRXOGQRWEH
possible to read nineteenth-century British literature without remembering that imperialism, 
XQGHUVWRRGDV(QJODQG¶VVRFLDOPLVVLRQZDVDFUXFLDOSDUWRIWKHFXOWXUDOUHSUHVHQWDWLRQRI
England to tKH(QJOLVK´7DNLQJ6SLYDN¶VOHDGDVDVWDUWLQJSRLQW,DUJXHWKDW(PLO\
%URQWs¶VWuthering Heights&KDUORWWH%URQWs¶VJane EyreDQG-HDQ5K\V¶VWide Sargasso Sea 
not only reveal imperialist assumptions and racist ideologies, but also, that they are three texts 
that feature three madwomen and their strikingly similar narratives of female selfhood, desire, 
and madness. The three texts emphasize Victorian oppressive culture and society, sexism, class 
hierarchies, and racial/colonial ideologies that reinstate gender and class subordination. British 
women were mentally and emotionally colonised and othered, much like their Eastern 
counterparts. This chapter aims to consider these madwomen in relation to British colonialism 
and imperialism, racial and sexual politics, and their highly volatile environments; surroundings 
WKDWKDUPRQH¶VVHQVHRIVHOIDQGSV\FKH0DGQHVVWKHQLVQRWDV\PSWRPH[FOXVLYHWRWKH
other/the East, but it also affects Victorian women/the West. Both the psyche and the body are 
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traumatized; illness features as predominantly psychosomatic, desire and death are inextricably 
linked, and madness, at least partially, becomes an escape from the circle of oppression. 
,Q³(PSLUH5DFHDQGWKH9LFWRULDQ1RYHO´'HLUGUH'DYLGFRQVLGHUVWKH%ULWLVK(PSLUH¶V
obsessive preoccupation with race and racial hierarchization, stressing its ample evidence in 
Victorian fiction. An awareness of racial others infiltrated the work of Victorian writers; whether 
consciously or unconsciously, the Victorian writer created characters that embodied everything 
alien, other, and at times, grotesque. David traces the emergence of this theme in the novel:  
As British imperialism gathered steam, fuelled in part by the technological developments 
of the industrial revolution, empire and the related subjects of race and slavery became 
increasingly visible in the novel, principally for two reasons: the growing significance of 
%ULWDLQ¶VJHRSROLWLFDOSRZer in the lives of ordinary Victorian people and the formal 
commitment of the novel to social realism (86).  
9LFWRULDQZULWHUVWKHQZHUH³XQFRQVFLRXVDJHQWVLQWKHFRPSOH[DOZD\VFKDQJLQJLQWHUDFWLRQ
EHWZHHQSROLWLFDOJRYHUQDQFHDQGFXOWXUDOSUDFWLFH´89). The imperial century (1815-1902) as 
'DYLGVSHFLILFDOO\UHOD\VHIIHFWHGWKHSURGXFWLRQRI9LFWRULDQILFWLRQDQGZULWHUV¶XQGHUVWDQGLQJ
of racial hierarchies. In the same vein, class and social hierarchies were already components of 
Victorian society and culture; thus, racial politics only sustained and reinforced distinct divisions 
between humanity.  
6LPLODUO\3DWULFN%UDQWOLQJHU¶V³5DFHDQGWKH9LFWRULDQ1RYHO´H[DPLQHVWKHWURSHRI
race and the effect of racial politics in a Victorian context. He considers characters that have 
EHHQPDUNHGDVUDFLDOO\RWKHULQ9LFWRULDQILFWLRQDQGFRQFOXGHVWKDWWKRVHFKDUDFWHUVDUH³IDU




deemed as other, and in Dr. Jekyll and Mr. HydeWKH³GHPRQLFFKDUDFWHUV«DUHRIWHQDWOHDVW
LPSOLFLWO\UDFLDORWKHUV«,QWuthering Heights, Heathcliff is likened to a vampire, a ghoul, and a 
cannibal ± WKHODVWDJRWKLFPHWDSKRUWKDWDVVRFLDWHVKLPZLWKWKHµGDUNUDFHV¶RIWKHZRUOG´
(161). Thus, all characters that were considered deviant or dangerous were significantly marked 
as other; and the other was almost always racially inferior. Cannon 6FKPLWW¶VAlien Nation: 
Nineteenth-Century Gothic Fictions and English Nationality  is also interested in establishing 
connections between Gothic fiction and the making of Englishness and English nationality. 
Schmitt finds that the Gothic genre was especially important because ³LQWKH9LFWRULDQ
SHULRG«WKHZRUNRIQDWLRQDOGHILQLWLRQFRQWLQXHVWRPDNHGHPDQGVXSRQWKH*RWKLFDV
Englishness becomes a defining characteristic of mid- and late-nineteenth-FHQWXU\FXOWXUH´
As the British Empire came into contact with foreign or other cultures, it emphasized its 
superiority and Englishness.  
The issue of race and gender relations is also examined by Moira Ferguson in 
Colonialism and Gender Relations from Mary Wollstonecraft to Jamaica Kincaid. Ferguson 
historicizes the theme of gender and colonial relations, by tracing connections between gender 
and racial politics in texts by British writers of the eighteenth and nineteenth centuries. Ferguson 
also considers Caribbean writers and the way by which they approached the discourse of colonial 
UHODWLRQV)HUJXVRQ¶VIRFXVLVSULPDULO\RQWKHGLIIHUHQWDSSURDFKHVRI%ULWLVKDQG&DULEEHDQ
writers. She begins her study with Mary Wollstonecraft, given that she was one of the first 
ZRPHQZULWHUVWRLQWURGXFH³WKHWKHPDWLFof colonial and gender relations in 
WDQGHP«:ROOVWRQHFUDIWGHPRQVWUDWHVLQThe Rights of Woman  how the abolitionist movement 
IDFLOLWDWHGWKHVFUXWLQ\RIZRPHQ¶VULJKWV«:ROOVWRQHFUDIWSHUVLVWHQWO\OLQNVFRORQLDOVODYHU\WR
IHPDOHVXEMXJDWLRQ´$V)HUJXVon argues, Wollstonecraft pioneered the movement of female 
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emancipation, at least in theory. Wollstonecraft possessed the ability to recognize the 
LQWHUFRQQHFWLRQVEHWZHHQVH[XDODQGSROLWLFDOSRZHU³XVLQJVH[XDOLW\WRVXJJHVWRYHUODSSLQJV
between the oppUHVVLRQRIZKLWHZRPHQDQGEODFNZRPHQVODYHV´-3). Wollstonecraft refers to 
ZRPHQDVHQVODYHGDQG³PDGHVODYHVWRWKHLUSHUVRQV´:ROOVWRQHFUDIW6KHVWUHVVHVWKHQHHG
for equality and asks:  
Where shall we find men who will stand forth to assert the rights of man, or claim the 
SULYLOHJHRIPRUDOEHLQJV«6ODYHU\WRPRQDUFKVDQGPLQLVWHUVZKLFKWKHZRUOGZLOOEH
long in freeing itself from, and whose deadly grasp stops the progress of the human mind, 
is not yet abolished (Wollstonecraft 48).  
As such, RQHZRXOGLQIHUIURP:ROOVWRQHFUDIW¶VDUJXPHQWWKDWVKHLVDZDUHWKDWIHPDOe 
emancipation is synonymous with freedom from racism, that sexism and racism are 
interdependent. She acknowledges the white male superiority and self-entitlement, by asking, 
³:K\GRWKH\>PHQ@H[SHFWYLUWXHIURPDVODYHIURPDEHLQJZKRPWKHFRQVWLWXWLRQRIFLYLO




national campaign against the slave trade and securing the passage of an abolition bill 
WKURXJK3DUOLDPHQW«$UDSLGVHULHVRIHYHQWVWKDWIROORZHGFRQWLQXHGWRKDYHDEHDULQJ
on the reconstitution of the discourse on slavery (Ferguson 10-11).  
As events unfolded socially and politically, Wollstonecraft became more adamant about her 
views on slavery and human degradation. Ferguson relates³,QThe Rights of Men 







while the vast majority of women conforms to a restricWLYHPDQGDWH´,QRWKHUZRUGV
)HUJXVRQDVVHUWVWKDW:ROOVWRQHFUDIW¶VSRVLWLRQLVRQHRIDSULYLOHJHGZKLWHERXUJHRLVIHPLQLVP
:ROOVWRQHFUDIWKRZHYHUEHOLHYHGWKDWZRPHQRIWKHPLGGOLQJVRUWZLOOOHDGWKHZD\LQZRPHQ¶V
rights, because they occupy a position that is less extreme than the upper class or the working 
class. Unlike Ferguson, I would argue that given the social, cultural, and political variables of the 
WLPH:ROOVWRQHFUDIW¶VZRUNZDVDFWXDOO\YHU\SURJUHVVLYHDQGLQIOXHQWLDOGHVSLWHKHr privileged 
position.  
 British women writers, like Wollstonecraft, occupied a privileged position because of 
WKHLUUDFHZKLOHJHQGHUUHPDLQHGDKLQGHULQJLVVXH(ODLQH6KRZDOWHU¶VA Literature of Their 
Own: British Women Writers, from Charlotte Brontë to Doris Lessing draws parallels between 
British women writers and examines their shared struggle against a patriarchal society and 
strongly male-dominated literary field. Showalter reminds us that during the Victorian period, 
women were considered inferior to men, and much like the other races: 
There was a strong belief that the female body was in itself an inferior instrument, small, 
ZHDN«9LFWRULDQSK\VLFLDQVDQGDQWKURSRORJLVWVVXSSRUWHGWKHVHDQFLHQWSUHMXGLFHVE\
DUJXLQJWKDWZRPHQ¶VLQIHULRULW\FRXOGEHGHPRQVWUDWHGLQDOPRVWHYHU\DQDO\VLVRIWKH
brain and its function. They maintained that, like thHµORZHUUDFHV¶ZRPHQKDGVPDOOHU
DQGOHVVHIILFLHQWEUDLQV«)HPDOHLQWHOOHFWXDOGLVWLQFWLRQWKXVVXJJHVWHGQRWRQO\DVHOI-





Victorian women writers were aware of this shared marginality and oppression, and even if a 
universal sisterhood was not a preoccupation of theirs, they still embarked on a writing journey 
ZKLFKFOHDUO\VRXJKWWRFUHDWHVWURQJIHPDOHFKDUDFWHUV7KHVHZRPHQZULWHUV³ZDQWHGURPDQWLF
heroines, a sisterhood of shared passion and suffering, women who sobbed and struggled and 
rebelled. It was very difficult for the Victorians to believe that both qualities could be embodied 
LQWKHVDPHZRPDQ´7RFUHDWHIHPDOHFKDUDFWHUVWKDWZHUHERWKIHPLQLQHDQGPDVFXOLQH
both passionate and reasonable, both strong and weak, necessarily demanded more than an 
average male character. These female characters were to embody contradicting qualities, struggle 
through their oppressive environments, and somehow, succeed. As such, a male double was 
sometimes needed to create such a character, as in (PLO\%URQWs¶VWuthering Heights, where 
Catherine and Heathcliff may be read as one character, as doubles, necessarily complementing 
each other and representing the male/female dualism, the mind/body, and self/other.  
 The texts I have chosen to work with in this chapter fall under the genre of the female 
Bildungsroman. This genre has been considered by various critics as almost counter-narratives; 
WKHSURFHVVRIILQGLQJRQH¶VVHOIRUEHFRPLQJDZRPDQLVE\QRPHDQVDOLQHDURUFOHDUSURFHVV
of formation. Ambiguity and ambivalence are factors that this process of being/becoming relies 
on. For instance, 6XVDQ)UDLPDQ¶VUnbecoming Women reconsiders the traditional male 
Bildungsroman in light of a more female-oriented novel of development. The title itself 
interrogates this process of becoming, focusing instead on disintegration and de-formation in 
Georgian and Victorian texts written between 1778 and 1860. Fraiman argues that it is necessary 





recognized, not one, singular, female voice or one site of oppression. As such, there is no unified, 
monolithic, sense of self either. What Fraiman claims to do is the following:  
7RVSHDN«RIplural formations is to apply the lessons of recent critical theory in two 
respects: first, by seeLQJµLQWHJUDWHG¶VHOIKRRGDVWKHFODVKLQJSDWFKZRUNRIQXPHURXV
VRFLDOGHWHUPLQDWLRQVWKHµ,¶DVEDVLFDOO\XQVWDEOHDQGGLVFRQWLQXRXVDQGVHFRQGE\WKH
acknowledging that formation is differentiated in terms of, say, class, country, race, and 
time as well as gender, so that in this sense, too, it is no longer possible to speak of a 
uniform fiction of female development (12-13).  
7KHTXHVWLRQWKHQWKDWDULVHVLVZKDWLVWKLVVDFUHGVHOIWKLVµVHOIKRRG¶WKDWLVWRUHPDLQµVWDEOH¶
and unified? How are ZHWRDUULYHDWD³XQLIRUP´ILFWLRQRIIHPDOHGHYHORSPHQWVXFFHVVZKHQ
there are multiple meanings embedded in all social categories and definitions? These fictions of 
female development are written in such a way that they call into question the stability of the self, 
the necessary passage and journey into maturity and success. As Fraiman reiterates, the writers, 
³E\GUDPDWL]LQJIHPDOHGHYHORSPHQWLQFRQWUDGLFWRU\ZD\VSRLQWHGWRWKHµIHPLQLQH¶DVDVLWHRI
ideological confusion, struggle, and possibility´%HFDXVHDQ\ULJLGFDWHJRU\RI
identification was challenged, the writers were creating new definitions of the female self, the 
µIHPLQLQH¶DQGRIFRXUVHWKHKHURLQH¶VVXFFHVVIXOMRXUQH\WRDGXOWKRRGPDWXULW\DQGVXFFHVV
(in whichever form). Fraiman claims that the writers created a new path for the Bildungsroman: 
³8QDEOHWRUHSUHVHQWDJLUO¶VHQWUDQFHLQWRWKHZRUOGDVDVLPSOHJUDFHIXOSDVVDJH«WKH\




Bildungsroman genre, because the issue of gender played a larger part than the tradition of the 
genre itself. 
 For the female character, there was no journey outside the home, no interaction with the 
public sphere, unlike her male counterpart. The female heroine struggled between her innermost 
desires and social repression, trying to find her own space between the two disparate spaces of 
private and public. There is a never-ending battle against society, as well as against the self. In 
³6SLULWXDO%LOGXQJ´0DULDQQH+LUVFKPDLQWDLQVWKDWWKLVYHU\GLFKRWRPL]DWLRQ 
propels man outside and confines woman inside, [and] defines female development in 
the nineteenth-century novHO:RPDQ¶VH[FOXVLYHO\VSLULWXDOGHYHORSPHQWLVDGHDWK
ZDUUDQWZKHWKHUV\PEROLFDOO\LQWKHIRUPRIPDUULDJHDQGFRQIRUPLW\«RUOLWHUDOO\LQWKH
form of resistance and wilful withdrawal (26) 
For Hirsch, the focus of the female Bildungsroman is entirely spiritual and mental/emotional, 
centring RQWKHKHURLQH¶VLQQHUVHOIDQGKHULQQHUGHYHORSPHQW8QOLNHWKHWUDGLWLRQDO
Bildungsroman, the endings of the texts I have chosen culminate in either madness and/or death. 
7KLVWHUPLQDWLRQRIWKHKHURLQH¶VMRXUQH\is necessary for the development of the 
Bildungsroman. The journey simply ends, usually with a tragic ending. However I wish to read 
WKHVHµWUDJLF¶HQGLQJVLI\RXZLOODVQRWQHFHVVDULO\WUDJLF7KHUHis a pattern in nineteenth- 
century literature, a female Bildungsroman that spirals downwards, usually culminating in 
madness and/or death. The aim of this chapter is to read these tragic endings as successful to a 
certain extent, rather than as failed attempts of psychic and social reconciliation. In light of a 
male BildungsromanWKHVHHQGLQJVPD\EHUHDGDVXQVXFFHVVIXODQGUHSUHVHQWWKHKHURLQH¶V
failed journey, because of the %LOGXQJVURPDQ¶V ³valorisation of progress, heterosexuality, social 




simple terms such as progress are questioned and redefined. 
 6WHOOD%RODNL¶VUnsettling the Bildungsroman also considers the various ways by which 
the term Bildungsroman can be understood and redefined. For Bolaki, it is possible that trauma 
coexists with the Bildungsroman, without necessarily labelling WKHSURWDJRQLVW¶VMRXUQH\DVIDLOHG
or counter-Bildungsromane. Bolaki is concerned with multiple forms of oppression in ethnic 
American narratives, rather than Victorian narratives of female development. Her argument will 
be returned to in later chapters that address postcolonial and Bedouin narratives of female 
development, especially in light of mother-daughter relationships, traumatized minds and bodies, 
DQGLOOQHVV)RUWKHSXUSRVHRIWKLVFKDSWHU¶VUH-UHDGLQJRIP\FKRVHQWH[WV,DUJXHWKDW%RODNL¶V





both patriarchal and racial ideologies which start at home.  
 This feminine space for development is mostly limited to the domestic space, the private 
sphere. Female heroines were to interact with their environments mainly at home, their closest 
relations, the men they lived with, and negotiate their own sense of self within the framework of 







WKHIDPLO\WKDWLQKDELWVLW«7KHGRPHVWLFVSDFHRIWKHKRPH is at once an individual domicile and 
VXJJHVWLYHRIWKHGRPHVWLFVSDFHLQDODUJHUVHQVHWKHGRPHVWLFVSDFHRI(QJODQG´&RQILQHG
at home, British women still dealt with subordination and oppression by white men. Meyer 
FRQWHQGVWKDW³7KHFODLPWR(Xropean racial supremacy is based primarily on a claim to greater 
LQWHOOHFWXDOVSLULWXDODQGPRUDOFDSDFLWLHV«7KHQDWXUHRI(XURSHDQJHQGHULGHRORJ\SXWZKLWH
ZRPHQLQDQDPELJXRXVSRVLWLRQLQWKHUDFLDOVFDOH´%HFDXVHZKLWHZRPHQRFFXSLHGD
problematic position on both racial and gender hierarchies, they struggled to find a place 
amongst the two oppressive ideologies. Similarly, Meyer argues that British women writers also 
occupied difficult positions as writers, especially in relation to imperialist ideology. Meyer pays 
DWWHQWLRQWRWKHZULWHUV¶SRVLWLRQLQWHUPVRIJHQGHUDQGFODVVDVVHUWLQJWKDWWKLVYHU\SRVLWLRQLQJ
³SURGXFHGDFRPSOH[DQGDPELYDOHQWUHODWLRQWRWKHLGHRORJ\RILPSHULDOLVWGRPLQDWLRQ«,WZDV
precisely the gender positioning of thHVHZRPHQZULWHUV«LQFRPELQDWLRQZLWKWKHLUIHPLQLVW
LPSXOVHVDQGXVHRIUDFHDVDPHWDSKRUWKDWSURYRNHGDQGHQDEOHG>D@«TXHVWLRQLQJRI%ULWLVK
LPSHULDOLVP´7KLVOLWHUDU\TXHVWLRQLQJRI%ULWLVKLPSHULDOLVPWKURXJKQLQHWHHQWKFHQWXU\
literature by women is managed through the use of race as a metaphor. Meyer uses the term to 
cover different textual relationships and instances:  
In each a white woman (x) is compared to a member or members (y) of another race, and 
thus the text, whether implicitly or e[SOLFLWO\FRQVWUXFWVWKHPHWDSKRUµ[LV\¶-DQH(\UH
IRUH[DPSOHGHVFULEHVKHUVHOIDVDµUHEHOVODYH¶«LQDUHODWLYHO\VWUDLJKWIRUZDUG
PHWDSKRULFDOXVHRIUDFH«6RPHWLPHVDQGPRVWHOXVLYHO\DQRYHOVLPSO\SDLUVWZR
characters, one the white female protagonist and the other a male or female character 
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associated with one or more nonwhite races, and I term the connection that draws 
between them metaphorical (20-21). 
0H\HU¶VVWXG\FRQVLGHUVERWKJane Eyre and Wuthering Heights, drawing on the usage of race as 
metaphor. In the case of Catherine and Heathcliff in Wuthering Heights, I choose to read them as 
doubles, as self/other, and like Meyer, I see their pairing as necessary for the race metaphor. 
Unlike Meyer, I also see their pairing as necessary for a gender metaphor, a way by which 
Brontë shows the instability and fluidity of gender binaries.  
 The two 9LFWRULDQWH[WVDQG-HDQ5K\V¶VWide Sargasso Sea deal with passion, illness, 
and madness, against the backdrop of racial and sexual oppression. The heroines of Wuthering 
Heights, Jane Eyre, and Wide Sargasso Sea all become ill, either mentally and/or physically, and 
as such, become labelled µLQYDOLG¶ZRPen as Diane Herndl employs the term in Invalid Women. 
+HUQGO¶VVWXG\centres on American fiction and culture during the mid- and late nineteenth 
FHQWXU\+RZHYHUKHUUHVHDUFKLVLQGLVSHQVDEOHWRP\UHDGLQJRIWKHILJXUHRIWKHµPDGZRPDQ¶
in the texts I havHFKRVHQVSHFLILFDOO\KHUGHILQLWLRQRIWKHµLQYDOLG¶ZRPDQ7KHPDLQTXHVWLRQ
WKDW+HUQGOUDLVHVLVKRZHIIHFWLYHLVWKHLQYDOLGZRPDQ¶VSOLJKWDQGGRHVVKHUHWDLQDQ\SRZHU
or is she utterly powerless in the face of patriarchal oppression and negative connotations of 
IHPLQLQLW\"+HUQGOHPSKDVL]HVWKHGXDOFRQQRWDWLRQVRIWKHµLQYDOLG¶ZRPDQLQOLWHUDWXUH 
The figure of the invalid woman insists on a reading that focuses on the play of power 
and desire in the narrative, the family, and the culture. The woman who becomes sick is 
portrayed as a figure with no power, subject to the whims of her body or mind, or a figure 
with enormous power, able to achieve her desires through the threat of her imminent 
death or her disability (4). 
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I read the figure of the µPDGZRPDQ¶RUWKHµLQYDOLG¶ZRPDQDVDSRZHUIXOILJXUHDEOHWRWKUHDWHQ
VRFLHW\¶VVDQFWLRQVRIQRUPDWLYLW\VDQLW\DQGSXULW\7KHPDGZRPDQDQGRUWKHLQYDOLGZRPDQ
gains power in all three texts, even when death enters the picture, and her story ends tragically. 
The plot is continuously spiralling downwards; it is non-linear, non-progressive, and resistant to 
KHWHURQRUPDWLYHDQGUDFLDOLGHRORJLHV+HUQGOLQVLVWVWKDWLWLV³SDWULDUFKDOFXOWXUH>WKDWLV@
SRWHQWLDOO\VLFNHQLQJIRUZRPHQDQG«GHILQLQJZRPHQas inherently sick, especially when they 
UHVLVWLWVQRUPV´Protagonists are affected by their environments and in turn, react to their 
circumstances, and it is this action/reaction, that is marked as dangerous and threatening. For the 
protagonist, the distinction between the private and the public space rests on domesticity and 
domestic ideology. As Herndl puts it:  
Domesticity not only separates the world into two spheres ±the private and the public ±
and restricts women to just one but questions whether women can ever really prosper in 
WKHLUSULYDWHVSKHUH«ZRPHQPD\KDYHWRZDLWIRUKHDYHQWRUHFHLYHWKHLUUHZDUG
GRPHVWLFLW\IRUFHV\HWDQRWKHUGLYLVLRQLQWRµWKLVZRUOG¶DQGµWKHRWKHUZRUOG¶ 
Domesticity, like other oppressive ideologies, including race, class, and gender distinctions, 
further sets women apart from their male counterparts, and provides little room for social or 
political emancipation. As Herndl points out, women were to be rewarded in a different, other 
life, and it is this very dualistic thought that added to their inferiority and powerlessness. 
However domesticity also managed to have women believe in their claim to the private space, to 
the idea of the home being theirs, and otherworldliness being theirs as a reward. There are 
oEYLRXVFRQWUDGLFWLRQVDQGPDQLIHVWDWLRQVRIGRPHVWLFLW\MXVWOLNHWKHLQYDOLG¶VDFWLRQVPD\EH
VHHQDVSDUDGR[LFDO³6XFKFRQWUDGLFWLRQVFRXOGKDYHWKHPVHOYHVHQFRXUDJHGDUHWUHDWLQWR
µLOOQHVV¶ZKHUHDOOWKHVHYLUWXHVFRXOGDSSHDUWREHUHVROYHGWKHLQvalid is naturally dependent, 
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so any act of self-GHWHUPLQDWLRQKRZHYHUVPDOOVHHPVDQDFWRILQGHSHQGHQFH´$VVXFK
even the formulation of the figure of the madwoman and/or the invalid necessarily constituted an 
examination of contradictory forces and ambiguous positions. She is neither fully passive nor an 
entirely successful active agent.  
 In Passion and Pathology in Victorian Fiction, Jane Wood argues that Victorian novelists 
were very much engaged with medical writings and medical discourse. She finds that literature 
DQGPHGLFLQHZHUHLQIRUPHGE\HDFKRWKHUDQGDVVXFK³QHUYRXVGLVRUGHUZDVDGRPLQDQW
FDWHJRU\RI9LFWRULDQGLVHDVHQDUUDWLYHV´:RRGUDLVHVWKHTXHVWLRQRILGHQWLW\DQGD
coherently defined sense of self, what happened to that selfhood in relation to illness and 
³DOLHQDWLQJQHUYRXVFRQGLWLRQV´7KHIHPDOHVHQVHRIVHOIZDVXQGHULQWHQVHPHGLFDODQG
social scrutiny. Hysteria always loomed in the corner, always threatened to absorb and obliterate 




asserts that there was a common belief that the body carried within it its mental state, it was the 
vessel, and as such, psychosomatic illness included an understandinJ³RIWKHQHUYRXVV\VWHPDV
WKHPHGLDWLQJPHFKDQLVPEHWZHHQPLQGDQGERG\´(PRWLRQDODQGPHQWDOGLVWUHVVZDV
inscribed on the body, and it is this manifestation of illness which seems uncontrollable and 
unwilled by the heroine. Moreover it was this very idea of the female will that was negotiable. 
$FFRUGLQJWR9LFWRULDQQHXURORJLVWVDQGSK\VLFLDQVZRPHQHLWKHUKDGWRRVWURQJDµZLOO¶RUZDV
LQKHUHQWO\ZHDN:RRGH[DPLQHVWKHDPELJXLW\RIWKHWHUPµZLOO¶LQUHODWLRQWRWKH9LFWRULDQ




wilfulness collapsed in transparent wordplay or blatant prejudice. Throughout the first 
KDOIRIWKHFHQWXU\WKHQRWLRQRIZRPDQ¶VZHDNZLOOHYLGHQFHGLQ her emotional, 
intuitive, and impulsive nature, existed simultaneously with a suspicion that some women 
had too strong a will. The spectre of the strong-willed, self-assertive woman offended the 
preferred image of Victorian womanhood (45). 
As such, women were defined in constricting terms of either being too weak or too strong, too 
good or too bad, too passive or too dangerous. What the texts I have chosen to work with do, is 
examine these protagonists in light of their willpower, presenting them as subjects that are either 
cast as weak or powerful; both ways judged as inferior.  
$FRXQWHUDUJXPHQWWRZRPHQ¶VVXSSRVHGLQIHULRULW\LVDUWLFXODWHGE\1DQF\$UPVWURQJ
in Desire and Domestic Fiction: A Political History of the Novel. She examines the rise of the 
domestic novel and female power and authority in fictional narratives. Armstrong is specifically 
interested in sexual relations between male and female characters and the ideologies of power 
that constituted this interaction. Also, she identifies the importance of subjectivities in 
constituting knowledge and power³:riting that constituted the self as such an object of 
NQRZOHGJHZDVDSULPDU\DJHQWRIKLVWRU\´$UPVWURQJVHHV%ULWLVKZRPHQZULWHUVDV
agents of history and culture, but even more notably, agents of the politics of desire. She claims 
the following:  
If one gives credence to the notion of a history of subjectivity and to the priority of 
writing in constituting subjectivity as an object of knowledge, then it is a relatively 
simple step to see the Brontës as agents of history. We can assume their fiction produced 




fiction exemplified by Jane Austen (191).  
The Brontës constructed female characters who had a voice, power, and resisted patriarchy and 




WKHGLVFORVXUHRI5RFKHVWHU¶Vmad wife in Jane Eyre. This rupture confuses genders and 
JHQHUDWLRQVFDOOLQJLQWRTXHVWLRQZKDWLVLQVLGHDVRSSRVHGWRRXWVLGHWKHLQGLYLGXDO«LQ
the process of handing over such powers of motivation to the female, fiction does 
VRPHWKLQJWRKLVWRU\«,WLVa tale told by a woman. It is a history of sexuality (196-7).  
Thus similarly to Armstrong, I read Catherine and Bertha as powerful female characters, with the 
potential to break repressive Victorian ideologies. Both texts offer subjectivities that provide us 
with knowledge of social and power relations between men and women, between self/other, and 
racial relations with the other.  
 ,QVRIDUDVUDFLDOSROLWLFVDUHFRQFHUQHG$WKHQD9UHWWRV¶VSomatic Fictions: Imagining 
Illness in Victorian Culture provides an exemplary study of the way the Victorians constructed 








became a measure of national identity and imperialist power were, at least in part, produced by 
literature that emphasized ideals of health, fitness, and empire, ERWKDWKRPHDQGDEURDG´
Health was associated with the empire, while disease, illness, and disability was linked to the 
UDFLDOO\RUVH[XDOO\RWKHU'LVHDVHWKHQ³FRQQRWHGDWKUHDWWRFRUSRUHDOERUGHUODQGV±an 




In both Wuthering Heights and Jane Eyre (published in the same year (1847) and written 
by sisters living together) sexual power relations, class difference, and gender difference 
intersect with imperialist and racial ideologies. Victorian discourse of racial difference resonates 
with class and gender difference, and I do not wish to focus only on one discourse, because to do 
that would be to dismiss the multiple ideologies at work and risk [and] oversimplification of the 
µPDGZRPDQ¶ILJXUHLQWKHWH[WV7KHILUVWQRYHO,H[DPLQHLV(PLO\%URQWs¶VWuthering Heights, 
DQG,IRFXVVSHFLILFDOO\RQ&DWKHULQH¶VPDGQHVVSK\VLFDl illness, and subsequent death, along 
ZLWK+HDWKFOLII¶VSUHVHQFHLQKHUOLIHDVWKHXQDWWDLQDEOHORYHWuthering Heights is of course one 
of the most canonical works of English literature and there is a plethora of critical and scholarly 
work that has beeQGRQHRQ%URQWs¶VWH[W7KHUHVHDUFKKDVEHHQH[WHQVLYHDQGWKLVFKDSWHUZLOO
instead attempt to focus on a couple of angles, rather than cover all possible rich readings of the 
WH[W%\QRPHDQVGRHVP\UHDGLQJRI&DWKHULQHDQG+HDWKFOLII¶VUHODWLRQVKLS exclude class and 
gender relations, but I am more interested in the idea of self/other in Wuthering Heights and the 
REOLWHUDWLRQRIWKLVµRWKHU¶&DWKHULQHPXVWQHJRWLDWHDSODFHIRUKHUVHOIZLWKLQWKHSXEOLFSULYDWH
spheres that dictate and control her self-expression of her innermost desires, her sense of self, 
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and her place between both spaces. The transgressive relationship between Catherine and 
Heathcliff is the centre RIWKLVFKDSWHU¶VH[DPLQDWLRQRIWKHWH[W,QWKHVDPHYHLQWKLV
relationship epitomizes Victorian ideologies of race, class, and gender and the obliteration of the 
µRWKHU¶ 
 To summarize the text would be to ignore its multiple narrative voices, its tensions, its 
gaps and inconsistencies, and its heightened rage, its rage that seeps through the setting and the 
characters. In The Oxford Companion to the Brontës Christine Alexander and Margaret Smith 
SURYLGHDEULHIV\QRSVLVRIWKHQRYHOLQVLVWLQJWKDWWKHQRYHO¶VVKifting narrative viewpoints add 
to its depth. Both Nelly Dean (the housekeeper) and Mr. Lockwood, the new tenant of 
Thrushcross Grange, attempt to tell the story of two generations of the inhabitants of Wuthering 
Heights and Thrushcross Grange, the Earnshaws and the Lintons:  




\HDUVODWHU&DWK\PDUULHV(GJDU/LQWRQ«7KHSHDFHIXOexistence at the Grange is 
shattered by the sudden return of Heathcliff, who having acquired an imposing stature, 
HGXFDWLRQDQGZHDOWKE\P\VWHULRXVPHDQVQRZVHHNVYHQJHDQFH«+HHQFRXUDJHV
IsabHOOD/LQWRQ¶VLQIDWXDWLon for him and elopes with her«&DWK\GLHVJLYLQJELUWKWRD







7KH\RXQJ&DWKHULQHDQG+LQGOH\¶VVRQ+DUHWRQIDOOLQORYHDQG³DUHWREHmarried and to move 
to the Grange, where life promises this younger generation a happiness denied to the earlier 
lovers. +HDWKFOLII«GLHVP\VWHULRXVO\LQKHU>&DWKHULQH¶V@EHGRQHQLJKW´7KLVGHWDLOHG
summary still excludes many events of the narrative and I have narrowed it down to the most 
VLJQLILFDQWHYHQWVIRUWKLVFKDSWHU¶VGLVFXVVLRQ7KLVFKDSWHULVFRQFHUQHGPDLQO\ZLWKWKHILUVW




immoral. Catherine relays her dream to Nelly, in which she is casted out of heaven, seemingly by 
FKRLFH³KHDYHQGLGQRWVHHPWREHP\KRPHDQG,EURNHP\KHDUWZLWKZHHSLQJWRFRPHEDFN
to earth; and the angels were so angry that they flung me out into the middle of the heath on the 
WRSRI:XWKHULQJ+HLJKWVZKHUH,ZRNHVREELQJIRUMR\´&DWKHULQHDWOHDVWLQKHUPRVW
XQFRQVFLRXVGHVLUHVFKRRVHVWREHH[SHOOHGDQGDEMHFWHGRXWRIµKHDYHQ¶DQGDOOWKDWLVGHHPHG
part of the social and natural order; she finds that being a fallen woman, suspended from heaven, 
is better than being accepted into heaven and/or society. Heaven here denotes a multitude of 
social, religious, and moral ideologies that the text attempts to dismantle&DWKHULQH¶VGUHam 
recapitulates her entire conflict within herself and with the public domain. Unhappy with this 
YHUVLRQRIKHDYHQRIWKHSUHPLVHVRIµJRRGQHVV¶DQGJUDFH&DWKHULQHLQVWHDGZLOOLQJO\FKRRVHV
WRH[RUFLVHKHUVHOIIURPWKHVRFLDORUGHUDQGHPEUDFHVµKHOO¶ illness, and madness. Her rejection 
of heaven writes itself onto her mind and body, until she manages to escape the confinement of 
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heaven, society, religion, and domesticity. The space she creates for herself, which embraces 
µLOOQHVV¶DQGµPDGQHVV¶LVDVSDFHWKDWDOVRWKUHDWHQVVRFLHW\DVSDFHWKDWZRXOGQRWµQRUPDOO\¶





*XEDU¶VGHVFULSWLRQLQThe Madwoman in the Attic LVPRVWDSW³7KHZRUOGRIWuthering 
Heights«LVRQHZKHUHZKDWVHHPVWREHWKHPRVWXQOLNHO\RSSRVLWHVFRH[LVWZLWKRXW
DSSDUHQWO\DQ\FRQVFLRXVQHVVRQWKHDXWKRU¶VSDUWWKDWWKHUHLVDQ\WKLQJXQOLNHO\LQWKHLU
FRH[LVWHQFH´³+HOOLVDKRXVHKROGYery much like Wuthering Heights´%URQWs
creates a world filled with polar opposites, with binary oppositions and dichotomies ±everything 
WKUHDWHQVWKHµRWKHU¶DQGWKHUHLVDOZD\VWKHWKUHDWRIDEUHDNGRZQRIGHVWUXFWLRQDQGRIKHOO
rising.  ,Q³7KH Wuther of the Other in Wuthering Heights´6WHYHQ9LQHGHVFULEHVWKHVHWWLQJDV
the following:   
Wuthering Heights is a house under stress; its very stability is the result of a climatic 
"tumult" that means its windows are sunk, desperately and defensively, deep into its 
walls, and its clean corners are broken up by obtruding stones. If the house is less slanted, 
stunted, and stretched than the firs and thorns that gather round it, its strange 
grotesqueries ± disappearing windows, jutting walls ± nevertheless betray the turbulence 
that conditions it. Wuthering Heights is skewed by extremity: it is an architectural torsion 




between both. The house is unstable, shaky, and is attacking itself from the inside out, rather than 
being attacked from an external force. This instability witnessed in the setting of the novel, 
UHYHDOVD³WUHPEOLQJEHWZHHQLQWHUQDOLW\DQG externality, [and] wuthering becomes a movement 
of othering: a passing of boundaries that takes the outside in and the inside out´(340). The 
physical setting is extended onto the two central characters of the text. Both Catherine and 
Heathcliff are outsiGHUV³&DWK\ILQGVLQWKHSRZHUOHVV+HDWKFOLIIDILJXUHRIKHURZQ
dispossession. As an outsider, Heathcliff metaphorizes Cathy's otherness to the patriarchal world 
of the Heights ± and Cathy "is" Heathcliff insofar as he images her own eccentricity to that 
ZRUOG´$V9LQHDUJXHVWKHPXWXDOLQIHULRULW\VKDUHGE\ERWKFKDUDFWHUVHQDEOHVWKHPWR
FXWDFURVVJHQGHUDQGµUDFH¶ERXQGDULHVLQRUGHUWRILJXUHDVRQHWKLVLVWKHµGRXEOHQHVV¶,
GLVFXVVHGHDUOLHU8SRQKHUVHSDUDWLRQIURPKHUµGRXEOH¶+HDWKFliff) her sense of self begins to 
deteriorate as does her mental and physical health. It is not merely separation from the love 
object that drives Catherine mad EXWRQWKHFRQWUDU\LWLVWKHµZXWKHULQJ¶RIKHURZQVHQVHRI
self by external forces that include patriarchal oppression and domesticity. Vine states:  
Cathy's self is defined from the start as a movement of othering in which she is eccentric 
both to the patriarchal structures of Wuthering Heights and to the conjugal gentility of 
7KUXVKFURVV*UDQJH«VKHLVFRQVWUDLQHGE\DQGLQH[FHVVRIWKHILOLDODQGPDULWDO
identities that are assigned to her (347). 
&DWKHULQH¶VVHOI-annihilation and eventual descent into madness and subsequent death epitomize 
WKHµZXWKHULQJ¶RIKHULGHQWLW\DQGVHOI-image; even after her death, she returns as a ghost, 
constantly haunting Heathcliff, a troubled spirit who identifies as Catherine Linton, Catherine 






space must inevitably cope with Heathcliff ± that dark, vengeful figure found wandering on the 
streets of the slave-trading port of Liverpool by his saviour0U(DUQVKDZ«+HDWKFOLII¶V
darkness, the mystery of his origins, his savage, even racially stereotyped behaviour make him a 
symbol of the colonisedWKHUDFLDOO\RSSUHVVHG´$VVXFK+HDWKFOLIILVDOZD\VWKHµRWKHU¶
and represents the racially oppressed, even though his position as a man is more powerful than 
&DWKHULQH¶V+HDWKFOLIIWRRµZXWKHUV¶DQGLVHPRWLRQDOO\DQGPHQWDOO\GDPDJHGWKURXJKRXWWKH
text. When Heathcliff begins to lose Catherine to her newly acclaimed lady-like personality 
(afteUVKHVSHQGVZHHNVDWWKH*UDQJHKHEHJLQVVXIIHULQJDQGZHDUHWROGWKDWKLV³SHUVRQDO
appearance sympathized with mental deterioration: he acquired a slouching gate, and ignoble 
look; his naturally reserved disposition was exaggerated into an almost idiotic excess of 
XQVRFLDEOHPRURVHQHVV´%URQWs$V&DWKHULQHWULHVWRDGDSWWRDQRSSUHVVLYH9LFWRULDQ
LGHRORJ\RIGRPHVWLFLW\+HDWKFOLII¶VFKDUDFWHUPHQWDODQGSK\VLFDOVWDWHPLUURUV&DWKHULQH¶V
LQWHUQDOVWUXJJOHWRµWDPH¶KHUVHOI,QSexual Personae, Camille Paglia accentuates the mutual 
identification between Catherine and Heathcliff:  
The resemblances between Heathcliff and Catherine are literal. She is as violent and 
YHQJHIXODVKH«VKHLVDOZD\VDWWDFNLQJSHRSOHDQGNQRFNLQJWKHPDERXW&DWKHULQe and 
Heathcliff suffer emotion as physical paroxysms. Both grind their teeth in fits of tempter 
DQGGDVKWKHLUKHDGVDJDLQVWKDUGREMHFWV«7KLVORYHDIIDLULV(PLO\%URQWs¶VURPDQWLF
coalescence of the doubles (446).       
47 
 
Both Catherine and Heathcliff exhibit raw passion, untamed, uncivil behaviour, which eventually 
leads one of them to her death, and the other, Heathcliff, to a mental and emotional obsession 
ZLWKKHUJKRVW$IWHU&DWKHULQH¶VGHDWK+HDWKFOLIIEHJLQVWRH[KLELWKLVRZQUDYLQJµPDGQHVV¶
and becomes obsessed with the idea of Catherine¶VJKRVWFRPLQJEDFNWRKDXQWKLP1HOO\
QDUUDWHV+HDWKFOLII¶VJULHIDQGOLQNVLWWRVDYDJHU\DQGDQLPDOLVPUDWKHUWKDQORYHDQGKXPDQLW\
³+HGDVKHGKLVKHDGDJDLQVWWKHNQRWWHGWUXQN«DQGKRZOHGQRWOLNHDPDQEXWOLNHDEHDVW
getting goaded to death wLWKNQLYHVDQGVSHDUV«,WKDUGO\PRYHGP\FRPSDVVLRQ±it appalled 
PH´%URQWs7KHQDUUDWRU¶VYRLFHFDUULHVQHJDWLYHFRQQRWDWLRQVDVDOZD\VRI+HDWKFOLII¶V
savagery. 3DWULFN%UDQWOLQJHULQ³5DFHDQGWKH9LFWRULDQ1RYHO´, emphasizes the inextricable 
connections between race and class in Wuthering Heights E\FRQVLGHULQJ+HDWKFOLII¶VXQNQRZQ
RULJLQV³,Q(PLO\%URQWs¶VWuthering Heights, similar analogies between gender, race, and 
VRFLDOFODVVGRPLQDWLRQDUHHYLGHQWLQWKHVWRU\RIWKHµJ\SV\¶+HDWKFOiff, whose unclear but 
µGDUN¶ racial identity is linked both to his untameable passions and to the slavery-like oppression 
KHH[SHULHQFHVDIWHUWKHGHDWKRI0U(DUQVKDZZKRUHVFXHGKLPIURPWKHVOXPVRI/LYHUSRRO´
(160). Heathcliff, then, represents any unknown race or class, anything and anyone that is 
foreign, different and threatening to an English, white, supremacist society. Even his mourning 
RI&DWKHULQHLVGHVFULEHGE\1HOO\DVIHURFLRXVDQGGDQJHURXVLQFRQWUDVWWR(GJDU/LQWRQ¶V
³H[KDXVWHGDQJXLVK´ZKLFK1HOO\DVVHUWVLVDQ³LPDJHRI'LYLQHUHVW´%URQWs+HDWKFOLII
embodies tKH:KLWH0DQ¶VHYHU\QLJKWPDUH± the dark and savage behaviour which the White 
Man must distance himself from.  
6XVDQ0H\HU¶VFKDSWHURQ³5HYHUVH,PSHULDOLVPLQWuthering Heights´UHDGV%URQWs¶V
text as more preoccupied with imperialist and colonial ideologies than gender ideologies and 
oppression. Meyer recognizes that Heathcliff is not merely representative of the lower working 
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class, but instead, is representatLYHRIDOOµRWKHU¶µGDUNUDFHV¶)RU0H\HU(PLO\%URQWs³PDNHV
an extended critique of British imperialism. She does so in part by exploring what would happen 
LIWKHVXSSUHVVHGSRZHURIWKHµVDYDJH¶RXWVLGHUVZHUHXQOHDVKHG´-01). She claims that 
BronWs¶VFUHDWLRQRI+HDWKFOLIIDV&DWKHULQH¶VORYHUDQGWKHSHUVRQ with whom she most 
identifies with, is essential for reading gender and race as simultaneously oppressive ideological 
regimes. Yet Catherine becomes mentally and physically ill, and dies, while Heathcliff lives on 
and grows more powerful. Meyer insists that the novel attempts to critique the social order:  
7KLVQRYHO«SHUVLVWVWKURXJKLWVHQGLQJLQDIILUPLQJWUDQVJUHVVLRQDJDLQVW%ULWLVKVRFLDO
structures. In doing so, Wuthering Heights also suggests the ways in which traditional 
moves of fictional closure act to suppress energies of social resistance (103).  
3HUKDSVWKHELJJHVWWUDQVJUHVVLRQWDNHVSODFHDIWHU+HDWKFOLIIHPERGLHVWKHµRWKHU¶V¶SRZHUDQG
becomes more of a threat to the social order than when Catherine was alive. A metaphorical 
bond, dependent on love and mutual identification as its root, suddenly becomes a larger, more 
socio-SROLWLFDOWKUHDW0H\HUDUJXHV³(PLO\%URQWs«XQOHDVKHV+HDWKFOLII¶VHQHUJLHVRIVRFLDO
resistance, and that resistance takes the form of the worst nightmare of the imperialist power: 
UHYHUVHFRORQL]DWLRQ«+HDWKFOLIIWDNHVWKLVUHYHQJHRQDQRSSUHVVLYH%ULWLVKVRFLHW\´
Heathcliff takes over both the Heights and the Grange and oppresses the younger generations. 
The oppressive cycle repeats itself, where the victim becomes the aggressor.  
&DWKHULQH¶VSK\VLFDOLOOQHVVDQGVXEVHTXHQWPDGQHVVLVQHFHVVDU\IRUWKHQDUUDWLYH¶V
development and her Bildgungsroman journey. Like all the mad female heroines in this project, 
&DWKHULQH¶VPLQGDQGERG\DUHVLWHVRIUHVLVWDQFHIn µ,W+DV'HYRXUHG0\([LVWHQFH7KH3RZHU
of the Will and Illness in The Bride of Lammermoor and Wuthering Heights,´/DNVKPL.ULVKQDQ




rather an assertion of her will to write her own ending. Krishnan also analyses the first episode of 
illness, in which Catherine first becomes vulnerable and susceptible to illness:  
The primordial illness of the novel, the origin and prototype of the others, occurs, not 
when Cathy is taken ill at Thrushcross Grange, but when Heathcliff runs away from the 
Heights. Cathy waits for him in the storm, and subsequently contracts what Kenneth, 
WKHFRXQWU\VXUJHRQSURQRXQFHVWREHµIHYHU¶WH, p. 69). This episode represents 
&DWKHULQH¶VILUVWHQFRXQWHUZLWKWKHFRQGLWLRQWKDWHYHQWXDOO\FDXVHVKHUGHDWK
additionally, it initiates the trope of brain fever (34). 
&DWKHULQH¶V LQLWLDO VHSDUDWLRQ IURP +HDWKFOLII WKHQ DQG KHU DZDUHQHVV RI KHU WRUQ VHOI KHU
GHFLVLRQ WRPDUU\ (GJDU /LQWRQ KHU GHVLUH WR VWD\ µZLOG¶ DQG KHU FRQIOLFWLQJ HPRWLRQV ZULWH









religious curses into ridicule, baiting me, and doing just what her father hated most (40-
41)    
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accept gender divisions or subscribe to gender roles. When Mr. Earnshaw heads to Liverpool for 
a journey, Catherine famously choRVHVDZKLS³VKHZDVKDUGO\VL[\HDUVROG«DQGVKHFKRVHD
ZKLS´,QThe Madwoman in the Attic*LOEHUWDQG*XEDUOLQNWKHµZKLS¶WR+HDWKFOLII³VKH
gets it figuratively ± LQWKHIRUPRIDµJ\SV\EUDW¶± UDWKHUWKDQOLWHUDOO\EXWQHYHUWKHOHVVµLW¶
(ERWKZKLSDQGEUDWIXQFWLRQVMXVWDVVKHPXVWXQFRQVFLRXVO\KDYHKRSHGLWZRXOG«VRDVWR
LQVXODWHKHUIURPWKHSUHVVXUHRIKHUEURWKHU¶VGRPLQDWLRQ´8SRQUHFHLYLQJKHUµZKLS¶DQG
EHLQJDEOHWRJDLQDFFHVVWRKHUµVWURQJHU¶VHOI&DWKHULQHJDLQVWKH power she needs in the face of 
DVH[LVWDQGSDWULDUFKDOFXOWXUH+RZHYHUEHFDXVH+HDWKFOLIILVRIXQNQRZQRULJLQVKHUµZKLS¶LV
not as powerful as she would have hoped for, and is easily broken by the brother, Hindley, who 





Catherine develops a sort of identity split in order to accommodate her internal desires and 
VRFLHW\¶VH[SHFWDWLRQVWKHSULYDWHDQGSXEOLFVSKHUHVVROLFLWGLIIHUHQWVHOYHVRIKHUVDVGRHVWKH
binary of nature/culture. She is always negotiating a space between two polar opposites, between 
two seemingly disparate categories, and as a result, she also is faced with the question of being 
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Catherine-Heathcliff or Catherine Linton. Undoubtedly, Heathcliff represents her unconscious 
desires, and nature, while Linton symbolizes British oppressive culture and society.  
 Upon enterinJWKHVRFLDORUGHUDQGEHLQJIRUFHGRXWRIKHUSHUVRQDOVSDFH&DWKHULQH¶V
sense of self begins to deteriorate. When Catherine gets bitten by the dog at Thrushcross Grange, 
WKLVLVWKHWXUQLQJSRLQWLQWKHWH[W7KLVLV&DWKHULQH¶VLQLWLDWLRQLQWRWKHVRFLal order, the adult 
world, the world which rejects Heathcliff, culture which rejects nature, white men who reject the 
µRWKHU¶$V+HDWKFOLIISXWVLWGHVFULELQJWKHGRJWKDWELW&DWKHULQH³7KHGHYLOKDGVHL]HGKHU´






WKHµRWKHU¶DQGLVRQO\SXUHO\(QJOLVKLQDSSHDUDQFHWKRXJKWDQGbehaviour. Victorian bourgeois 
ideology entailed her dress code, her behaviour, her hairstyle ± the control of the female body as 
well as the inner psyche remains evident throughout.  
 &DWKHULQH¶VUHODWLRQVKLSZLWK+HDWKFOLIILVQRWRQO\transgressive, but also, it provides her 
with a sense of power. When Catherine loses Heathcliff, she also loses power and her psyche is 
VHYHUHO\WUDXPDWL]HG-XOLD.ULVWHYD¶VBlack Sun: Depression and Melancholia considers the 
PHODQFKROLFWKHGHSUHVVHGVXEMHFWDQGWKHVXEMHFW¶VLQWHUDFWLRQVZLWKWKHRXWHUZRUOG
$FFRUGLQJWR.ULVWHYDWKHPHODQFKROLFIHPDOHJDLQV³SKDOOLFSRZHU´DQGDXWKRULW\WKURXJKKHU




.ULVWHYD¶VDrgument is as follows: 
Loss of the erotic object (unfaithfulness or desertion by the lover or husband, divorce, 
etc.) is felt by the woman as an assault on her genitality and, from that point of view, 
amounts to castration. At once, such a castration starts resonating with the threat of 
GHVWUXFWLRQRIWKHERG\¶VLQWHJULW\WKHERG\LPDJHDQGWKHHQWLUHSV\FKLFV\VWHPDV
ZHOO«As if her phallus were her psyche, the loss of the erotic object breaks up and 
threatens to empty her whole psychic life (81-2).  
CatKHULQHWKHQORVHVKHU³ZKLS´KHUSRZHU+HDWKFOLIIDQGKHUSV\FKHGLVLQWHJUDWHV%\ORVLQJ
her double, her male counterpart, and her rebellious self, she is severed from herself, and her 
PLQGGHWHULRUDWHV$VSOLWKDSSHQVRQFH&DWKHULQH¶VVHQVHRIVHOI is threatened, and she barely 
recognizes herself anymore. For example, she does not recognize her own self in the mirror, and 
that is perhaps the most apt example from the text which exemplifies the split of her psyche from 
her body, as well as her two selves1HOO\¶VDWWHPSWWRKROGKHUEDFNIURPWKHWUDXPDRIVHHLQJ





Catherine has literally split from herself and is not able to recognize herself; she finds no security 
or safety anywhere, and yet cannot stand to be alone. Her physical image is no longer 
recognizable to her, and her mental/emotional security in knowing herself is non-existent. She 
has separated from any version of herself.  
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The annihilation and alienation Catherine feels is symptomatic of melancholia and the 
SV\FKRVRPDWLFLOOQHVVWKDWVHL]HVKHU7KHGRFWRU.HQQHWKGLDJQRVHVKHUFDVHDV³SHUPDQHQW
DOLHQDWLRQRILQWHOOHFW´&DWKHULQHLQLWLDOO\EHJLQVKHUPental and emotional battle with her 
external surroundings by first refusing to eat, and grows physically weaker. Catherine chooses to 
VWDUYHKHUVHOIDIWHUGHOLEHUDWHO\ZHLJKLQJKHURSWLRQV³,¶OOFKRRVHEHWZHHQWKHVHWZRHLWKHUWR
starve at once ± that would be no punishment unless he (Linton) had a heart ± or to recover, and 
OHDYHWKHFRXQWU\´7KHZD\E\ZKLFK&DWKHULQH¶VFKRLFHLVGHVFULEHGLVDOVRDFFHQWXDWHG
by her pregnancy. Catherine is pregnant during her bout of self-starvation and madness. As 
*LOEHUWDQG*XEDUSXWLW³DQLPSXOVHWRZDUGVHOI-starvation would seem to be an equally obvious 
UHVSRQVHWRWKHSUHJQDQWZRPDQ¶VLQHYLWDEOHIHDURIEHLQJPRQVWURXVO\LQKDELWHGDVZHOODVWR
her own horror of being enslaved to the species and reduced WRDWRRORIWKHOLIHSURFHVV´
&DWKHULQH¶VSUHJQDQF\LQXQZDUUDQWHGWRKHUXQZDQWHGDQGWKHUHLVUHDVRQWREHOLHYHWKDWVKH
deliberately wanted to rid herself of the unborn fetus. Gilbert and Gubar shed light on this 
DUJXPHQW³,IWKHFKLOGKDVEHHQIDWKHUHG«E\DPDQWKHZRPDQGHILQHVDVDVWUDQJHUKHUGHVLUH
to rid herself of it seems reasonable enough. But what if she must kill herself in the 
SURFHVV"PXVWPRWKHUKRRGOLNHODG\KRRGNLOO",VIHPDOHVH[XDOLW\QHFHVVDULO\GHDGO\"´   
The DQVZHUWR*LOEHUWDQG*XEDU¶VTXHVWLRQLVWKDWLQWKHWH[WV,KDYHFKRVHQIRUFHG
marriage (and motherhood) is in fact deadly, and madness emerges both as a solution and a 
UHVROXWLRQWRWKLVDVSHFWRIIHPDOHRSSUHVVLRQ,Q&DWKHULQH¶VFDVHLWLVDOVRDUHVROXWLRQ:KHQ
VKHGLHVLQ+HDWKFOLII¶VDUPV%URQWsWHOOVXVWKDWVKHFOLQJVWRKLP³VKHFOXQJIDVWJDVSLQJ
there was mad resolution LQKHUIDFH´my italics). Catherine, at least subconsciously, 
resolves to go mad, to die, to end her life, although she does consciously question what is 
happening to her mental and physical state of being. Catherine is aware of her descent into 
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madness; it is a wilful descent. ,WLVQRWRQO\1HOO\ZKRLVDEOHWRGLVFHUQ&DWKHULQH¶V
disassociation from herself, but more significantly, Catherine maintains some amount of logic 
and reason in order to diagnose her own condition. Catherine describes her own internal struggle: 
³,ZLVK,ZHUHRXWRIGRRUV,ZLVK,ZHUHDJLUODJDLQKDOIVDYDJHDQGKDUG\DQGIUHH«DQG
laughing at injuries, not maddening under them! Why am I so changed? Why does my blood 
UXVKLQWRDKHOORIDWXPXOWDWDIHZZRUGV"´6KHLVDZDUHRIWKHFKDQJHWKDW is happening 
to her mind and body and the transformation that has robbed her of her freedom ±µODG\KRRGDQG
PRWKHUKRRG¶DV*LOEHUWDQG*XEDUODEHOLWDQGVKHZLVKHVVKHZHUHD³JLUO´DJDLQIUHHIURPWKH
ZHLJKWDQGEXUGHQRIVRFLHW\¶VH[SHFWDWLRQV 
CatheULQH¶VPHQWDOannihilation precedes her physical deterioration and eventual death. 
1HOO\H[SUHVVHV&DWKHULQH¶VPHQWDODQGHmotional state as follows:  
The flash of her eyes had been succeeded by a dreamy and melancholy softness, they no 
longer gave the impression of looking at the objects around her: they appeared always to 
JD]HEH\RQG«\RXZRXOGKDYHVDLGRXWRIWKLVZRUOG7KHQWKHSDOHQHVVRIKHU
IDFH«DQGWKHSHFXOLDUH[SUHVVLRQDULVLQJIURPKHUPHQWDOVWDWH«VWDPSHGKHUDVRQH
doomed to decay (158).   
Melancholia presents itself as the initial V\PSWRPRI&DWKHULQH¶VLOOQHVV Her detachment from 
µREMHFWV¶DURXQGKHUDQGKHUSK\VLFDOV\PSWRPVDUHVHFRQGDU\WKH\DUHDUHVXOWRIKHU
pregnancy, self-starvation, and her mental/emotional state. Her melancholic state writes itself 
onto her body, causing her to grow weaker. Catherine spends two months mentally and 
SK\VLFDOO\LOOXQWLOKHUODVWPHHWLQJZLWK+HDWKFOLIIZKHQKHDFFXVHVKHURINLOOLQJKHUVHOI³<RX






form of salvation of herself, while leaving Heathcliff and Edgar to suffer. She departs from the 
hierarchical society and world that separated her from Heathcliff and united her with Edgar. 
&DWKHULQH¶VH[LWIURPVRFLHW\DQGRUOLIHLVDVGUDPDWLFDVKHUIRUFHIXOSDLULQJZLWK(GJDU,WLVD
transgression that she must act out, an act that she must fulfilKDYLQJEXULHGKHU³VDYDJHDQG
KDUG\´VHOIORQJDJR&DWKHULQH¶VHPotional death takes place very early on in the text, 
while her mental and physical (literal) deaths take place later on.  
Jane Eyre: The Invalidity of Bertha Mason 
 For the purpose of this chapter, I choose to focus specifically on the sexual politics 
between Jane and Mr. Rochester, the class consciousness which oppresses Jane on different 
OHYHOVWKHSUHRFFXSDWLRQRIWKHWH[WZLWKVDQLW\LQVDQLW\DQG-DQH¶VHQFRXQWHUZLWKWKHPDG
%HUWKD0DVRQ&KDUORWWH%URQWs¶VJane Eyre should be read with a critical eye that acknowledges 
the racial politics at haQGDQG$QWRLQHWWH%HUWKD¶VUROHLQKHOSLQJ-DQHDVVHUWDFHUWDLQIHPLQLVP
$V*D\DWUL&KDNUDYRUW\6SLYDNDVVHUWVLQ³7KUHH:RPHQ¶V7H[WVDQGD&ULWLTXHRI
,PSHULDOLVP´ 
In this fictive England, she [Antoinette/Bertha] must play out her role, act out the 
WUDQVIRUPDWLRQRIKHUµVHOI¶LQWRWKDWILFWLYH2WKHUVHWILUHWRWKHKRXVHDQGNLOOKHUVHOIVR
that Jane Eyre can become the feminist individualist heroine of British fiction. I must 
read this as an allegory of the general epistemic violence of imperialism, the construction 
of a self-immolating colonial subject for the glorification of the social mission of the 
colonizer (270).  
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The Victorian woman asserts a certain feminism, but it happens at the expense of the 
µRWKHURWKHUHG¶ZRPDQLike Wuthering Heights, Jane Eyre is concerned with overt class and 
gender ideologies, while a deeper, imperialist and racist ideology remains embedded within the 
text.  
-DQH¶VMRXUQH\KDVEHHQLGHQWLILHGDVDIHPDOHBildungsroman by many critics, especially 
since it starts with Jane the ten-\HDUROGFKLOG-DQH¶VVWRU\KRZHYHULVLQWULQVLFDOO\WLHGWR
Bertha Mason, who has been read as her double. Leading feminist critics such as Gilbert and 
Gubar have argued for this resemblances and similarities between Jane and Bertha, while 
Postcolonialists such as Spivak have read Jane and Bertha as empire-specific characters, as 
self/other, West/East, locked in a destructive doubling. The debate remains as divided as any 
model of dichotomous thought, always separating, always differentiating, rather than finding 
common grounds and a more encompassing, inclusive space. I read the gender and class 
oppression that Jane suffers from as almost equal to the racial othering and patriarchal 
oppression that Bertha suffers from. It is not synonymous, as racial and sexual politics are not 
interchangeable terms, but rather similar, resting on the same terrain of oppression. Jane is the 
SULYLOHJHGRWKHUEXWRQO\LQVRIDUDVKHUµZKLWHQHVV¶VDYHVKHUIURPIXUWKHUIHPDOHGHJUDGDWLRQRI
the mind and body. This by no means obliterates her experience under a Victorian patriarchal 
culture which sought to annihilate any sense of female identity. Jane and Bertha have different 








burning down the house. The burning of the house and disabling of Rochester (by Bertha) allows 
URRPIRUDQHZPRUHµHTXDO¶UHODWLRQVKLSZLWKWKHRWKHU5RFKHVWHU¶VRWKHULQJEULQJVKLPFORVHU
to the female other (Jane); and this is only done by the doubly-othered Bertha.  
 For a typical female Bildungsroman, the heroine must happily marry and, somehow, find 




male and female, between solitude and companionship, and finally, she must be able to 
culminate the relationship with her lover in marriage.  In Sexual Personae Camille Paglia 
emphasizes the difference between Emily Brontë¶V DQG&KDUORWWH%URQWs¶VZRUN 
Despite sex-UHYHUVLQJPRPHQWV&KDUORWWH¶VJane Eyre is a social novel governed by 
public principles of intelligibility. It records the worldly progress of an ingénue from 
FKLOGKRRGWRPDWXULW\FXOPLQDWLQJLQPDUULDJH(PLO\¶VWuthering Heights, on the other 
hand, is High Romantic, its sources of energy outside society and its sex and emotion 
incestuous and solipsistic. The two Brontë novels differ dramatically in their crossing 
lines of identification. Charlotte palpably projects herself into her underprivileged but 
finally triumphant heroine, while Emily leaps across the borderline of gender into her 
savage hero (445).  
-DQH¶VWUDQVIRUPDWLRQIURPDQRUSKDQHGFKLld into a supposedly independent woman (at least 
financially) meets the criteria for a traditional female Bildungsroman7KH³PDWXULW\´-DQH
reaches is only established once she marries Rochester. This ending of the novel has been 
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traditionally viewed as JDQH¶VµKDSS\¶HQGLQJ)RU-DQHWRUHDFKWKLV³PDWXULW\´VKHPXVWEHDEOH
WRJURZHPRWLRQDOO\DQGPRUHLPSRUWDQWO\PHQWDOO\/LNHWKHPDMRULW\RIFULWLFV¶UHDGLQJVRIWKH
WH[WLQWKHV(ODLQH6KRZDOWHUFRQVLGHUV-DQH¶VHQGLQJDVXFFHVVIXOWULXPSKDQW one. 
Showalter, in A Literature of their Own: %ULWLVK:RPHQ:ULWHUVIURP&KDUORWWH%URQWsWR'RULV
Lessing comments on the psychological aspect in Jane Eyre: 
%URQWs¶VPRVWSURIRXQGLQQRYDWLRQKRZHYHULVWKHGLYLVLRQRIWKH9LFWRULDQIHPDOH
psyche into its extreme components of mind and body, which she externalizes as two 
characters, Helen Burns and Bertha Mason. Both Helen and Bertha function at realistic 
levels in the narrative and present implied and explicit connections to Victorian sexual 
LGHRORJ\«%URQWsJLYHVXVQRWRQHEXWWKUHHIDFHVRI-DQHDQGVKHUHVROYHVKHUKHURLQH¶V
psychic dilemma by literally and metaphorically destroying the two polar personalities to 
make way for the full strength and development of the central consciousness, for the 
integration of the spirit and the body (93).  
6KRZDOWHU¶VDUJXPHQWWKHQUHFRJQL]HV%HUWKDRQO\DVDV\PEROIRUWKHERG\DQGQRWDVDVSOLW
separate subject. Her reading of Bertha is not concerned with Bertha herself, but instead, Jane, 
DQG-DQH¶VVXFFHVVIXO³LQWHJUDWLRQRIWKHVSLULWDQGWKHERG\´KHUVHQVHRIFRPSOHWHQHVVDQG
ZKROHQHVV/LNHPRVWHDUO\IHPLQLVWFULWLFV6KRZDOWHU¶VUHDGLQJSODFHV%HUWKDLQWKH
background, while Jane takes centre stage and is deemed as the successful heroine. Gilbert and 
*XEDUFRQVLGHU%HUWKD¶VDSSHDUDQFHLQWKHQRYHODQ³LQWUXVLRQ´LQ-DQH¶VOLIHDQGKHUUHODWLRQVKLS
with Rochester ±rather than the other way around ± for it is Jane who intrudes into Thornfield, 
aQGWDNHV5RFKHVWHUIURPKLVµILUVW¶ZLIH6SLYDNLQVLVWVWKDW%HUWKDLVQRWVLPSO\-DQH¶VGDUN





have read her as.  
In &KDUORWWH%URQWs¶V-DQH(\UH$&DVHERRN, Elsie Michie stresses the plethora of 
criticism that has emerged since the publication of Jane Eyre in 1847. She argues that the novel 
³KDGEHHQSHUFHLYHGDVPDNLQJDUDGLFDODUJXPHQWDERXWWKHSRVLWLRQRIZRPHQVLQFHLWZDVILUVW
SXEOLVKHG´0LFKLH recognizes that in the 1980s and 1990s, the reception of Jane Eyre 




possible after the annihilation of her colonial other, Bertha Mason (17).  
6SLYDN¶VHVVD\PDUNHGWKHEHJLQQLQJRIDQHZZDYHRIFULWLFDOUHDGLQJVRI the text. Following 
6SLYDN¶VOHDG-HQQ\6KDUSH¶V³$OOHJRULHVRI(PSLUH´DUJXHVWKDW%HUWKDLVFRQVLGHUHGWKH2WKHU
that must be destroyed in order for Jane/the Englishwoman to emerge successfully. Sharpe sheds 
light on the depiction of Bertha as the dark DQGPRQVWURXV2WKHU³%HUWKD«LVD&DOLEDQHVTXH
figure ±DFDQQLEDOLVWLFEHDVWZKRFKHZVKHUEURWKHU¶VIOHVKWRWKHERQHDILHQGZKRVSHZVIRUWK
REVFHQLWLHVDQGDPRQVWHUZKRFDQQRWFRQWUROKHUVH[XDODSSHWLWHV´-7).  Sharpe also 
examines the parallels EHWZHHQ-DQHDQG%HUWKDLQWHUPVRIVDQLW\LQVDQLW\³-DQHRIWHQUHIHUVWR




what could have been her fate, a fate like %HUWKD¶V 
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 Other Postcolonial critics such as Joyce Zonana have teased out the underlying racism 
and imperialist ideologies in Jane Eyre. Zonana identifies Rochester with an Eastern allusion to a 
6XOWDQ+HUHVVD\³7KH6XOWDQDQGWKH6ODYH)HPLQLVW2Uientalism and the Structure of Jane 
(\UH´, examines the resemblances between Rochester and a Sultan, arguing that by blaming 
5RFKHVWHU¶VELJDP\RQ(DVWHUQFKDUDFWHULVWLFV:HVWHUQUHDGHUVDQGWKH:HVWHUQSV\FKHDUHDEOH
to detach themselves from such a character. Zonana argues:  
Part of a large system of what I term feminist orientalist discourse that permeates Jane 
Eyre, &KDUORWWH%URQWs¶VVXOWDQVODYHVLPLOHGLVSODFHVWKHVRXUFHRISDWULDUFKDORSSUHVVLRQ
RQWRDQµ2ULHQWDO¶µ0DKRPHWDQ¶VRFLHW\HQDEOLQJBritish readers to contemplate local 
problems without questioning their own self-definition as Westerners and Christians 
(169).  
I consider this attempt at distancing the Western audience from Rochester a failed one, for it is 
Victorian culture in itself tKDWSURPRWHVJHQGHUDQGFODVVRSSUHVVLRQ)RU%URQWsLWPD\KDYH
been more of a subtle critique to employ Eastern allusions and relate Rochester to a Sultan.  For 







anything in that line, away with you, sir, to the bazaars of Stamboul without delay; and 
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urges Rochester to go seek what he prefers in the East. Ironically, at this point, Jane is unaware 
WKDW5RFKHVWHU¶VILUVWZLIHLVa foreigner ± although not Turkish or Eastern, but rather from the 
:HVW,QGLHV<HWKHKDVKDGKLVWDVWHRIWKDWDQGLVQRZUHWXUQLQJWRWKH³OLWWOH(QJOLVKJLUO´






oriental hold on him has been (177).  
=RQDQD¶VUHDGLQJLVRQHSRVVLEOHUHDGLQJRIWKHWH[W¶VUDFLDOSROLWLFVif a bit extreme.  She finds 
WKDW%HUWKD¶VGHDWKLVQHFHVVDUy for Rochester to be cleansed RI³RULHQWDO´WHQGHQFLHV$OWKRXJK
this seems plausible, I do not wish to LJQRUHWKDW%HUWKD¶VGHDWKKDSSHQVDWDYHU\VLJQLILFDQW
point in the plot, for it is only when Jane leaves Rochester that Bertha chooses to burn down the 
house, and dies in the process. Previously, there were many opportunities that presented 
themselves when Bertha might have murdered Jane or Rochester himself. Yet is it not an act of 
PRQVWURVLW\EXWUDWKHUWKHUHLVDQHOHPHQWRIVDFULILFHLQYROYHG%HUWKD¶VDFWOHDYHV5RFKHVWHU




but rather, a release from Victorian and class ideologies that separated male from female, West 
from East, able-bodied from disabled, and the sane from the insane.  Zonana articulates the 
UHDGLQJ,VKDUHZLWKKHU³-DQHRZHVKHUIUHHGRPQRWWRKHURZQUHEHOOLRQEXWWRWKDWRIWKH
DFWXDOµKDUHP-LQPDWH¶, WKHµGDUN-GRXEOH¶ZKRDFWVDVKHUSUR[\´)RULWLVQRW-DQHZKR
miraculously asserts KHURZQVXEMHFWLYLW\EXW%HUWKD¶Vpresence and lack of presence that 
IDFLOLWDWHVDQHQGLQJIRU-DQHZKHWKHU-DQH¶VHQGLQJLVa successful or a tragic one). 
Disability/Mental Illness in Jane Eyre 
Jane Eyre, even more than Wuthering Heights, is preoccupied with illness, troubled 
mental states, madness, disabled bodies, and disfigurement. As a Victorian text, it comes as no 
surprise that the nineteenth-century preoccupation with health and illness, sanity and insanity, 
figures so clearly in the novel and its characters. Surprisingly, it is only recently that the text has 
been examined from a Disability Studies view and under a different framework of the 
implications of the corporeal thematics in the text.4 There is always a fear of illness, of madness, 
of mental instability, and of being unfit to participate in proper Victorian society. If critics had 
SUHYLRXVO\UHDG%HUWKDDV-DQH¶VGDUNGRXEOHWKHQLWLVDOZD\VPDGQHVVDQGPHQWDOLOOQHVVWKDW
Jane is struggling to escape, to not fall prey to. Similarly, RocKHVWHUIHDUV%HUWKD¶VLOOQHVVDQGLV
DVKDPHGE\KLVDVVRFLDWLRQZLWKKHUQRWRQO\EHFDXVHVKHLVPDGEXWEHFDXVHRIKHU³H[FHVVHV´
%URQWs5RFKHVWHUH[SODLQVWKDWKH³UHVROYHGWREHFOHDQLQP\RZQVLJKW±and to the last I 
repudiated the contamination of her crimes, and wrenched myself from the connection with her 
                                                          
4
 David Bolt, Julia Meile Roadas & Elizabeth J. Donaldson edited The Madwoman and the Blindman: Jane Eyre, 
Discourse, Disability. The volume was published in 2012 and includes an innovative approach to reading Jane Eyre 
from a Disability Studies perspective. Illness, embodiment, and caretaker relationships are closely examined in the 




threatens the boundaries of clean/unclean, pure/impure, self/other, and Rochester fears 
³FRQWDPLQDWLRQ´,QDVLPLODUYHLQ5RFKHVWHUPXVWFRPHIDFHWRIDFHZLWKKLVRZQSUHMXGLFHV
DQGSKRELDVDQGWKLVLVRQO\GRQHDWWKHHQGRIWKHQRYHOZKHUHE\%HUWKD¶VVWDUWLQJRIWKHILUH
and consequently disabling him, leaves Rochester in a spiritually-awakened state.  
2XUILUVWHQFRXQWHUZLWKWKHSURWDJRQLVW¶VH[SHULHQFHRIPHQWDODJLWDWLRQWDNHVSODFHLQ
the red-room, where Jane is confined due to her supposedly rebellious and improper behaviour. 
At only ten years of age, she defies the male tyrannical figure of the household, her fourteen-
year-ROGFRXVLQ-RKQ5HHG-DQHUHOD\V³,UHVLVWHGDOOWKHZD\«,ZDVDWULIOHEHVLGHP\VHOIRU
UDWKHURXWRIP\VHOIDVWKH)UHQFKZRXOGVD\«OLNHDQ\RWKHU rebel slave, I felt resolved, in my 
GHVSHUDWLRQWRJRDOOOHQJWKV´,PPHGLDWHO\WKHDQDORJ\EHWZHHQZRPHQDQGVODYHVLVPDGH
REYLRXV-DQHLVD³UHEHOVODYH´DQGUHIXVHVWRVXUUHQGHU1DWXUDOO\SXQLVKPHQWWDNHVcentre 
stage, as any uprising or slave revolt would be suppressed in Victorian England. Women were no 
different.  Jane recognizes the oppression she faces as not only, simply, patriarchal in nature, but 




oppression are inextricably linked, alienating her from those around her, leaving her with a 
³GLVWXUEHGPLQG´([WHUQDOIDFWRUVDQGVRFLHW\¶VKLHUDUFKLFDOSRZHUUHODWLRQVGLVWXUEWKHPLQG
and self-annihilation is always a threat; Jane constantly tries to hold on to any self-image and/or 




a figure regularly associated with the feminine. Rendered the lowest on the social ladder, not-
quite human, not-TXLWHDQLPDO³PDGFDW´-DQH¶VLPDJHRIKHUVHOILVVKDNHQ,QWKHUHG-room, 
she comes face to face with her first episode of mental shock. The red-room, as described by the 
SURWDJRQLVW³ZDVDVSDUHFKDPEHUYHU\VHOGRPVOHSWLQ,PLJKWVD\QHYHULQGHHG«WKLVURRP
was chill, because it seldom had a fire; it was silent, because remote from the nursery and 
NLWFKHQV´-11). The red-room then, function in the same way that the attic in which Bertha is 
kept ±it is a confined space, a space that suffocates and threatens to disturb the mind, a space that 
further alienates, and annihilates the female sense of self. It is not a room for healing, for 
recovery, but rather for mental deterioration.  Upon being imprisoned in the red-URRP-DQH¶V
mind begins to wander, and she begins to think that she is witnessing another person in the room:  
Shaking my hair from my eyes, I lifted my head and tried to look boldly round the dark 
URRP$WWKLVPRPHQWDOLJKWJOHDPHGRQWKHZDOO«,FDQQRZFRQMHFWXUHUHDGLO\WKDWWKLV
streak of light was, in all likelihood, a gleam from a lantern, carried by someone across 
the lawn: but then, prepared as my mind was for horror, shaken as my nerves were by 
agitation, I thought the swift-darting beam was a herald of some vision from another 
world (14, my italics).  
7KHWH[W¶VSUHRFFXSDWLRQZLWKWKH³PLQG´DQG³QHUYHV´LVDSSDUHQW,QUHOD\LQJWKHSDVWHYHQWV
-DQH¶VWRQHVHHPV slightly apologetic, excusing her behaviour as irrational at the time, and 
distancing herself from any sort of mental non-equilibrium. It is worth noting that, presently, 
Jane narrates her story from a stronger position, that of a married woman, of RochesWHU¶VZLIH
The present Jane distances herself from the former version of her inferior self. At the same time, 
Jane acknowledges the traumatic effects left on her emotional well-EHLQJ³1RVHYHUHRU
prolonged bodily illness followed this incident of the red-room: it only gave my nerves a shock, 
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of which I feel the reverberation to this day. Yes, Mrs. Reed, to you I owe some fearful pangs of 
PHQWDOVXIIHULQJ´-DQHLVDZDUHWKDWKHUPHQWDODQGHPRWLRQDOVWDWHKDGEHHQXQGHUPLQHG
threatened, yet not enWLUHO\GHPROLVKHGIRUWKH\ZHUHEXW³IHDUIXOSDQJV´6KHDOVRVWUHVVHVDQG
GLVWLQJXLVKHVERGLO\LOOQHVVSDLQIURPPHQWDOVXIIHULQJWKHUHLVDVHSDUDWLRQRIRQH¶VPHQWDOVWDWH
IURPWKHSK\VLFDO8SRQKHDULQJWKDW0U5RFKHVWHUKDVDZLIH-DQH¶VUHDFWLRQis immediately 
OLQNHGWRKHUPHQWDOVWDWH³0\nerves vibrated to those low-spoken words as they had never 
YLEUDWHGWRWKXQGHU´my italics). Another example from the text is the conversation between 
Mr. Brocklehurst and Jane. When he asks Jane how shHSODQVWRDYRLG³DSLWIXOORIILUH´KHU
UHVSRQVHLV³,PXVWNHHSLQJRRGKHDOWKDQGQRWGLH´9HU\HDUO\RQHYHQDVDFKLOG-DQH
ZDQWVWRUHPDLQLQ³JRRGKHDOWK´DQGIHDUVGHJHQHUDWLRQDQGGHDWK7KHWH[WLVDOZD\VUHYLVLWLQJ
the dyads of the mind/body, health/illness, and preoccupied with positioning the characters 




and society emphasized the importance of healthy minds and bodies. During the nineteenth 
FHQWXU\WKHUHZDV³JURZLQJFRQFHUQDERXWSK\VLFDOGHWHULRUDWLRQDQGWKHODZVRIKHDOWKDQG
K\JLHQHJUHZVWHDGLO\´7KHµLGHDO¶ERG\ZDVKHDOWK\ERWKLQPLQGDQGSK\VLFDOLW\DQG
more notably, capable of healing itself; it was not just WKH³DEVHQFHRIVLFNQHVV´WKDWZDVFUXFLDO
³EXWWKHDELOLW\WRFRQTXHUGLVHDVHWRZUHVWOHZLWKLW«DQGWKURZLWWRWKHJURXQG´,QWKH
same vein, in Jane Eyre-DQHLVDEOHWRµVDYHKHUVHOI¶IURPPHQWDOLOOQHVVDQGSK\VLFDOLOOQHVV
ZKLOH%HUWKD¶VPind and body must act out the fear of illness that constantly occupies Victorian 






higher class, is able to overcome the suicidal thought and any depressive episode he may have 
KDGIRUKHLVQRW³LQVDQH´,WLVXQVXUSULVLQJWKHQWKDWWKHSRUWUD\DORIPHQWDOLOOQHVVLQ
Jane Eyre is closely tied to monstrosity.  The first encounter with Bertha is described, by Jane, as 
D³GHPRQLDc laugh ± low, suppressed, and deep ± uttered, as it seemed, at the very key-hole of 
my chamber-GRRU«6RPHWKLQJJXUJOHGDQGPRDQHG´%HUWKD¶VPDGQHVVLOOQHVVLV
GHVFULEHGDV³GHPRQLDF´DQGQRQ-human. This is evident in the description of the attack on 
Mason (her stepbrother who negotiates her marriage to Rochester); the audience is informed that 
0DVRQLVEDGO\KXUW+HLVJUDQWHGDYRLFHWRQDUUDWHWKHDWWDFN³6KHELWPH´KHPXUPXUHG
³6KHZRUULHGPHOLNHDtigress, when Rochester got the knife froPKHU«6KHVXFNHGWKHEORRG
VKHVDLGVKH¶GGUDLQP\KHDUW´my italics).  At this point in the text, the readers (as well as 
Jane) is unaware that Bertha is actually human; all we know is that some creature, some demon, 
tigress, or even vampire has neDUO\FRPPLWWHGPXUGHUDQGWKUHDWHQHGWR³GUDLQ´0DVRQ¶VKHDUW
Once Jane comes face to face with this monstrous figure, the description is even more 
GHKXPDQL]LQJWKDQ0DVRQ¶V+HUDFFRXQWUHIHUVWR%HUWKDDVDQ³LW´UDWKHUWKDQacknowledge her 
IHOORZµVLVWHU¶. Here is the detailed, up-FORVHDQGSHUVRQDOGHVFULSWLRQRIWKHµPDGZRPDQ¶ 
In the deep shade, at the further end of the room, a figure ran backwards and forwards. 
What it was, whether beast or human being, one could not, at first sight, tell: it groveled, 
seemingly, on all fours; it snatched and growled like some strange wild animal: but it was 
covered with clothing; and a quantity of dark, grizzled hair, wild as a mane, hid its head 
and face (250, my italics).  
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(YHQWKURXJK-DQH¶VH\HV%HUWKDLVVXbhuman, monstrous, and a figure that arouses fear. At the 
VDPHWLPHWKHUHLVDOPRVWDVHQVHRIIDVFLQDWLRQZLWK%HUWKD¶VVWUHQJWKLQWKHIROORZLQJOLQHV




coQFHUQDERXWKHU³QHUYHV´+RZHYHU, their relationship offers a few instances whereby 
5RFKHVWHU¶VWHPSHULVKLQWHGDW$IWHUGLVFRYHULQJWKDWKHZDVLQWHQGLQJWRFRPPLWELJDP\-DQH
is resilient, refusing to react to his justifications and excuses. Of course, Rochester is angered and 
EHJLQVWRORVHFRQWUROIRUKHLVDOPRVWDOZD\VLQFRQWURORIDOOµRWKHUV¶DURXQGKLP 
µ-DQH:LOO\RXKHDUreason"¶KHVWRRSHGDQGDSSURDFKHGKLVOLSVWRP\HDUµEHFDXVHLI
\RXZRQ¶W,¶OOWU\violence¶+LVYRLFHZDVKRDUVe; his look that of a man who is just 
about to burst an insufferable bond and plunge headlong into wild license. I saw that in 
another moment, and with one impetus of frenzy more, I should be able to do nothing 
with him. (258, my italics).  
The text employs words such as reason, violence, and frenzy ± all words that fall into the 
VDQLW\LQVDQLW\ELQDU\+HUH5RFKHVWHU¶VYHUVLRQRI³UHDVRQ´LVHTXDWHGZLWKKLVSRZHUWR
convince, control, and keep Jane. Jane panics because she realizes that they are slipping into 
GDQJHURXVJURXQGVWKHGDUNQHVVRIXQUHDVRQDQG³IUHQ]\´-DQHLVDIUDLGRI5RFKHVWHUDWWKLV
SRLQWDQGPDNHVDGHFLVLRQWROHDYHKLP5RFKHVWHUXQGHUVWDQGV-DQH¶VGHFLVLRQWROHDYHKLPDVD
IRUPRIPDGQHVV³,SDVVRYHUWKHPDGQHVVDERXWSDUWLng from me. You mean you must become 
DSDUWRIPH«\RXVKDOO\HWEHP\ZLIH´%RWKFKDUDFWHUVUHDGWKHRWKHU¶VPRWLYHVDQG
expression of desire as madness; both place great emphasis on the ability to remain safe and 
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reason/passion, and health/illness. Even if Rochester is now physically disabled, Jane assures 
KLPWKDWKLVPLQGLVVWLOOVKDUSDQG³VWURQJ´0HQWDOLOOQHVVWKHQLVWKHOHVVHUELQDU\LQWKH
dichotomy of physical illness/mental illness. Also, because it is Rochester who is physically 
disabled, and not Jane (a woman), or Bertha (a woman, and a Caribbean), then it is safe to 
suggest that his disability is not understood as annihilating; there is a continuity in his sense of 
self that is not interrupted.  
 7KHGLVDEOLQJRI5RFKHVWHULQ%URQWs¶VJane Eyre is necessary for all three characters: 
-DQH5RFKHVWHUDQG%HUWKD2QO\ZKHQKHLV³KHOSOHVV«EOLQGDQGDFULSSOH´GRHVKLV
UHODWLRQVKLSZLWK-DQHFXOPLQDWHLQPDUULDJH-DQHSURFODLPVKHUGHVLUHWREH5RFKHVWHU¶V
FDUHWDNHUQRWPHUHO\DORYHURUDZLIH³,ZLOOEH\RXU neighbour, your nurse, your 
KRXVHNHHSHU«,ZLOOEH\RXUFRPSDQLRQ± to read to you, to walk with you, to sit with you, to 
wait on you, to be eyes and hands to you. Cease to look so melancholy, my dear master; you 




QRZ"´DQG³$QGUHDGHUGR\RXWKLQN,IHDUHGKLPLQKLVEOLQGIHURFLW\"± if you do, you little 








Mitchell and Sharon Snyder haYHWHUPHG³QDUUDWLYHSURVWKHVLV´,QWKHLULQIOXHQWLDOVWXG\
Narrative Prosthesis: Disability and the Dependencies of Discourse, they examine literary 
UHSUHVHQWDWLRQVRIFKDUDFWHUVZLWKGLVDELOLWLHVDQGWKHVLJQLILFDQFHRIVXFKDGHYLFHDV³QDUUDWLYH
proVWKHVLV´LQFKDUDFWHUGHYHORSPHQW0LWFKHOODQG6Q\GHUFODLPWKDWLQOLWHUDWXUHWKHIXQFWLRQRI
the disabled character is two-IROG³ILUVWDVDVWRFNIHDWXUHRIFKDUDFWHUL]DWLRQDQGVHFRQGDVDQ
opportunistic metaphorical device. We term this perpetual discursive dependency upon disability 
narrative prosthesis´'LVDEOHGERGLHVWKHQDUHHPSOR\HGLQQDUUDWLYHVERWKWREHanalysed 
and to serve as a metaphor, offering insight and perhaps delivering a message that is central to 
WKHQDUUDWLYH¶VWKHPHV$V-DQHLQIRUPVKHUDXGLHQFH³0U5RFKHVWHUFRQWLQXHGEOLQGWKHILUVW
WZR\HDUVRIRXUXQLRQSHUKDSVLWZDVWKDWFLUFXPVWDQFHWKDWGUHZXVVRYHU\QHDU±WKDWNQLWXV
VRYHU\FORVH)RU,ZDVWKHQKLVYLVLRQDV,DPVWLOOKLVULJKWKDQG´%URQWs4) This is the 
reason that Rochester must be disabled, for the two protagonists to come together.  The problem 
ZLWK5RFKHVWHU¶VGLVDELOLW\LVWKDWLWVHHPVWREHHTXDWHGZLWKLQIHULRULW\DQGDSXQLVKPHQW+LV




inaugurates an explanatory need that the unmarked body eludes by virtue of its physical 
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anonymity. To participate in an ideological system of bodily norms that promotes some kinds oI
ERGLHVZKLOHGHYDOXLQJRWKHUVLVWRLJQRUHWKHPDOOHDELOLW\RIERGLHV´-%URQWsVSHFLILFDOO\
does just that ± her text devalues bodies that are ill, mad, or disabled.  Yet at the same time, 
because of the Biblical and Christian ideologies evidentLQWKHWH[W%URQWsVHHPVWRVXJJHVWWKDW
5RFKHVWHU¶VGLVDELOLW\LVDIRUPRISXQLVKPHQWKHPXVWHQGXUH2QHRIWKHFRQWULEXWRUVWR%ROW¶V
volume The Madwoman and the Blindman(VVDND-RVKXDIRFXVHVRQ5RFKHVWHU¶VGLVDELOLW\
(VVDND-RVKXD¶VFKDSWHUµ,Began to See: Biblical Models of Disability in Jane Eyre´H[DPLQHV
this phenomenon of illness/disability and punishment alongside Biblical understandings of the 
GLVDEOHGERG\-RVKXDQRWHVWKDW³GLVDELOLW\LQWKH%LEOHLVRIWHQDPDUNHURIORZVRFLDOVWDWXs as 






disability and illness is a negative and fearful one, consistent with Victorian models of reading 
WKHERG\ZHFDQVWLOOUHDG5RFKHVWHU¶VGLVDELOLW\DVenabling, rather than as a downbeat, 
GHKXPDQL]LQJHQGLQJ0RVWUHDGLQJVE\FULWLFVKDYHVXJJHVWHGWKDW5RFKHVWHU¶VGLVDELOLW\LVD
divine punishment, while others have argued that it is Bertha who punishes Rochester. Equally, it 
LVDUJXDEOHWKDW*RG¶VRU%HUWKD¶VGLVDEOLQJRI5RFKHVWHULVQRW a punishment at all, but rather a 
blessing that allows him to be rehumanized, rather than dehumanized. It is a reading that allows 
room for a more hopeful understanding of disabled bodies, and takes us away from the 
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punishment theory. Bertha and Jane both DLGLQ5RFKHVWHU¶VUHFRYHU\KLVMRXUQH\EDFNWR
humanity. 
Wide Sargasso Sea7KHµ2WKHU¶:RPDQ7DNHV&HQWUH6WDJH 
Like Jane Eyre-HDQ5K\V¶VWide Sargasso Sea (1965) opens with a young JLUO¶V 
narrative, and follows her journey towards adulthood; it is a female Bildungsroman. However, 
$QWRLQHWWH%HUWKD¶s journey does not culminate in marriage, but in death. She marries the 
Englishman, Rochester, and is taken away from her Creole identity, her culture, and her country, 
Jamaica; as such, she is taken away from herself, and descends into madness. The rewritLQJRI
$QWRLQHWWH%HUWKD¶VFKDUDFWHUE\-HDQ5K\VSURYLGHVDQHZXQGHUVWDQGLQJDQHZVWRU\DQGWKH
VWRU\RIWKHVLOHQFHGRWKHUWKHVXEDOWHUQVXEMHFWGHQLHGDYRLFHWKURXJKRXW%URQWs¶VJane 
Eyre.Wide Sargasso Sea is necessary for the examination of the patriarchal and colonial 
ideologies that have oppressed and annihilated Antoinette/Bertha. It is a text that exemplifies the 
politics of domesticity, marriage, and the colonization of the mind and the body that take place 
upon the coloniser¶VLPSHULDOLVW¶V invasion. Rochester in Wide Sargasso Sea is the symbol for the 
coloniser/imperialist and Antoinette/Bertha represents the West Indian Creole or other woman 
who constantly fights a double-colonization, that of patriarchy and colonialism/imperialism.  
Wide Sargasso Sea, then, is the revision of Jane Eyre, the re-ZULWLQJRI%HUWKD¶V
FKDUDFWHU(OL]DEHWK%DHULQ³7KH6LVWHUKRRGRI-DQH(\UHDQG$QWRLQHWWH&RVZD\´UHDGV-DQH
DQG$QWRLQHWWHDVPRUHVLPLODUWKDQGLIIHUHQWDVVHUWLQJWKDWWKH\³DUHQRWSRODURSSRsites, nor a 
handy dichotomy, but sisters, doubles, orphans in the patriarchy. Each woman, in her own way, 
UHVLVWVWHPSWDWLRQV«DQGZUHVWVKHULGHQWLW\IURPWKHSDWULDUFKDOK\SRFULV\RIµKDSSLO\HYHU




This reading renders Antoinette nearly invisible, as the one who must make the mistakes in order 




Measured against the standards of the male Bildunsgroman$QWRLQHWWH¶VGHYHORSPHQW
ending as it does in madness and suicide, is an abject failure. Perhaps this is what has 
DWWHPSWHGFULWLFVWRXVHWKHIDFLOHODEHOYLFWLP«ZKHQORRNHGDWLQWKHFRQWHxt of the 
female quest, Antoinette is at least partially successful. Given the time at which she lives 
(1830s), her colonial background, her convent education, and the limited scope of 
SRVVLELOLWLHVIRUZRPHQ$QWRLQHWWH¶VILQDOWRUFKLQJRI7KRUQILHOG+DOO is an act of 
assertion, of defiance, of symbolic identification with her West Indian heritage. She 
courageously re-writes the Cinderella story, alerting subsequent generations of women to 
the fallacy (and the danger) of giving it credence (134).  
AntoinetWH¶VHQGLQJLVQRWDOWRJHWKHUWUDJLFDV,KDGDUJXHGHDUOLHULQP\DQDO\VLVRIJane Eyre. 
/LNH%DHU,ILQGWKDW$QWRLQHWWH¶VMRXUQH\LVDBildungsroman, but I do not wish to ignore her 
IXQFWLRQDVWKHµRWKHU¶(DVWHUQVXEMHFWDFKDUDFWHUWKDWLVDOZD\VVilenced in Jane Eyre and 
depicted as monstrous.  
 Antoinette is constantly negotiating her identity within multiple terrains. Most 
significantly, the renaming of Antoinette as Bertha, LVFUXFLDOWRWKHFKDUDFWHU¶VPHQWDO
breakdown and self-disintegration. ,Q³7KUHH:RPHQ¶V7H[WVDQGD&ULWLTXHRI,PSHULDOLVP´
Spivak argues:  
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In the figure of Antoinette, whom in Wide Sargasso Sea Rochester violently renames 
Bertha, Rhys suggests that so intimate a thing as personal and human identity might be 
determined by the politics of imperialism. Antoinette, as a white Creole child growing up 
at the time of emancipation in Jamaica, is caught between the English imperialist and the 
black native (269).  
Spivak also discusses the ending of Wide Sargasso Sea. The last few lines in the text, when 
$QWRLQHWWHUHDOL]HVKHUUROHLVFUXFLDOWRKHUSRVLWLRQLQJDVWKHµRWKHU¶ZRPDQZKRPXVWEHNLOOHG
RIILQRUGHUWRPDNHURRPIRUKHUµVLVWHU¶-DQH 
In this fictive England, she must play out her role, set fire to the house and kill herself, so 
that Jane Eyre can become the feminist individualist heroine of British fiction. I must 
read this as an allegory of the general epistemic violence of imperialism, the construction 
of a self-immolating colonial subject for the glorification of the social mission of the 
coloniser. At least Rhys sees to it that the woman from the colonies is not sacrificed as an 
LQVDQHDQLPDOIRUKHUVLVWHU¶VFRQVROLGDWLRQ 
6SLYDN¶VDUJXPHQWFDSWXUHVSRZHUIXOO\the function of Bertha in Jane Eyre as opposed to her 
presence in Wide Sargasso Sea. Like Spivak, I think we should consider Jane Eyre in light of the 
³HSLVWHPLFYLROHQFHRILPSHULDOLVP´WKDWZULWHVLWVHOIFRQWLQXRXVO\WKURXJKRXWWKHWH[WDQGWKH
positioning of Bertha as the racial OtheUZKRPXVWPDNHZD\IRUWKH%ULWLVKVXEMHFW5K\V¶VWH[W
attempts to bring Antoinette/Bertha¶VVWRU\IRUZDUGIRUHJURXQGLQJLWDVFUXFLDOWRDEHWWHU
XQGHUVWDQGLQJRIWKHVXSSRVHG³LQVDQHDQLPDO´behaviourWKDW%URQWsGHSLFWV5K\V¶VWH[W
humanizes Antoinette and recreates her as a character who does not happen simply to µJRPDG¶
instead, the text presents the multitude of tensions that play out onto her psyche and sense of self, 
including family history, but most importantly the dynamics of Empire. 
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$QWRLQHWWH¶VPDGQHVVGRHVQRWMXVWKDSSHQWKHH[WHUQDOIDFWRUVDUHDOPRVWDOZD\VDWR[LF   
combination of patriarchy and colonialism. In the introduction to Wide Sargasso Sea, Angela 
6PLWKFRQILUPV³,QDQXQFDQQ\GRXEOLQJRIKHUPRWKHU¶VVWRU\ZKLFKKDV been constantly 
prophesied by malicious neighbours, Antoinette re-HQDFWVKHUPRWKHU¶VH[SHULHQFHVKHPDUULHV
an Englishman and is driven mad by the tension between his assumptions about her and demands 








Christophine is the voice of wisdom in the text, the matriarch who speaks against patriarchy and 
colonialism, although she occupies the lowest position on the social ladder; she is a black slave, 
doubly oppressed by tKHZKLWHVDQGWKHZKLWH&UHROHVWKHRWKHU¶VRWKHU Christophine, however, 
is able to diagnose and assess the UHDOFDXVHRI$QWRLQHWWH¶VPRWKHU¶VPDGQHVVXQGHUVWDQGLQJ
that she was driven to it, and that she received no proper treatment and was given no real chance 
DWKHDOLQJ:KHQVKHVWDWHV³$KWKHUHLVQR*RG´&KULVWRSKLQHFDOOVRQWKHLQMXVWLFHVRIWKH
world, this universal oppression that is unfathomable.  Perhaps the most powerful line, and the 





Antoinette herself are both driven mad, both exploited and taken advantage of. Christophine tells 
5RFKHVWHU³<RXZDQWKHUPRQH\EXW\RXGRQ¶WZant her. It is in your mind to pretend she is 
PDG,NQRZLW7KHGRFWRUVVD\ZKDW\RXWHOOWKHPWRVD\´&KULVWRSKLQHLVDZDUHWKDWHYHQ
science and medicine have conspired against women, branding women as mad if the male figures 
in their lives say they are; she recognizes the institutional violence that attempts to stifle women. 
$OVR5RFKHVWHUWDNHVRYHU$QWRLQHWWH¶VILQDQFHVDQGHYHU\WKLQJVKHRZQVDV$QWRLQHWWHUHOD\V






The Law works against the welfare of women, of Antoinette, and Christophine scoffs at the 
DEVXUGLW\RIWKHODZSRLQWLQJRXWWKDWWKH³0DVRQER\´$QWRLQHWWH¶VVWHSEURWKHUKDVPHGGOHG
with it. Mason is yet another patriarch who works together with Rochester to deprive Antoinette 
of her freedom and finances.  Just like her mother, Antoinette was robbed financially, and robbed 
of her culture, identity, and sanity.  
 $QWRLQHWWH¶VFKDUDFWHUXQGHUJRHVDVSOLWRIWKHSV\FKHDVSOLWWKDWWDNHVSODFHZKHQ
colonialism and patriarchy work against the fHPDOHVHQVHRIVXEMHFWLYLW\3DWULFN+RJDQ¶V






VKHGLHVLQWKHILUHDW7KRUQILHOG+RJDQVXJJHVWVWKDW$QWRLQHWWH¶VPHQWDOEUeakdown is the 
result of multiple factors. He examines the alienation she feels when her name keeps changing:  
The fragmentation of her perceptual and practical identity is paralleled by a continual 
XQQDPLQJDQGUHQDPLQJ«WKHXQIL[LQJLVDGLUHFWLIXQXVXDlly extreme, result of 




and name dissolve concurrently, and their dissolution is central to the severing of social 
links, a severing enacted through a structure of fathers and husbands (93).  
Antoinette recognizes the significance of both her name and the mirror which is taken away from 
her:  
1DPHVPDWWHUOLNHZKHQKHZRXOGQ¶WFDOOPH$QWRLQHWWHOLNHZKHQKHZRXOGQ¶WFDOOPH
Antoinette, and I saw Antoinette drifting out of the window with her scents, her pretty 
clothes and her looking-JODVV«7KHUHLVQRORRNLQJ-JODVVKHUHDQG,GRQ¶WNQRZZKDW,
DPOLNHQRZ«WKH\KDYHWDNHQHYHU\WKLQJDZD\:KDWDP,GRLQJLQWKLVSODFHDQGZKR
am I? (Rhys 117).  
She is denied the right to her own name, and the right to seeing her reflection; there is no mirror 
she can look into, no method by which she can recognize herself physically nor mentally. The 
loss of the self and self-image, self-perception, is evident.   
Moreover it is not only imperial and white supremacist patriarchy that works against 




Mason) to Rochester. +RJDQFODULILHVWKLVYHU\LPSRUWDQWSRLQW³7KLVIUDFWXULQJRILGHQWLW\LV
DJDLQLQYDULDEO\VRFLDO«GHILQHGQRWRQO\E\SHUVRQDOLGHRORJLHVRIUDFHDQGJHQGHUEXW
QHFHVVDULO\E\SROLWLFDOHFRQRP\DVZHOOODZWRRRFFOXGHV$QWRLQHWWH¶VVRFLDOLGHQWLW\´99).  











ironically, he is the one who first arranged for her marriage to Rochester in the first place. Not 
only does Mason refuse to help Antoinette, but he leaves her even more alienated than before he 
FDPHWRVHHKHU6KHVD\V³³,UHPHPEHUQRZWKDWKHGLGQRW UHFRJQL]HPH«+HORRNHGDWPH
DQGVSRNHWRPHDVWKRXJK,ZHUHDVWUDQJHU´5K\V0DVRQ¶VUHDFWLRQWR$QWRLQHWWHIXUWKHU
destabilizes her sense of self and her identity; his presence symbolizes her past, her home, her 
identity, yet he refuses to acknoZOHGJHKHURUJLYHKHUDQ\VHQVHRIDIILUPDWLRQRIKHUEHLQJ
7KLVOHDGV$QWRLQHWWHLQWRDYLROHQWUDJHDQGVKHDWWDFNVKLP,Q%URQWs¶VYHUVLRQRIWKLVVFHQH
we are merely informed that it was as though Mason was attacked by an animal, badly bitten, left 
bleeding, for no reason, and without cause. Rhys masterfully recreates the scene, placing Grace 
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Poole as the unbiased witness who relays the events of this meeting to Antoinette. Since it is 
Grace who describes the attack, and not Rochester, nor Mason, nor Antoinette, then we receive 
an unbiased account of the attack, one that does not reduce Antoinette to a monstrous figure, a 
subhuman, as Jane Eyre does.  
 In terms of her Creole identity, Antoinette occupies a marginalized, hybridized position. 
She is neither fully white, nor is she black. In a community which rejects her status as one that 
occupies more than one position, she finds no sense of belonging. Antoinette shares her very 
SHUVRQDODQGSULYDWHGLOHPPDZLWK5RFKHVWHU³$QG,¶YHKHDUG(QJOLVKZRPHn call us white 
niggers. So between you I often wonder who I am and where is my country and where do I 
EHORQJDQGZK\ZDV,HYHUERUQDWDOO´5K\V7KLVLVDSDLQIXOFRQIHVVLRQRQHWKDWVKH
shares with Rochester, despite his critical gaze and his supHULRULW\$QWRLQHWWH¶VYXOQHUDELOLW\
RQO\IXHOV5RFKHVWHU¶VVXSSRVHGUDFLDOVXSHULRULW\+LVYLHZRIKHUDWOHDVWSK\VLFDOO\LV
HPEHGGHGZLWKUDFLDOLGHRORJLHV³,ZDWFKHGKHUFULWLFDOO\6KHZRUHDWULFRUQHKDWZKLFK
became her. At least it shadowed heUH\HVZKLFKDUHWRRODUJHDQGFDQEHGLVFRQFHUWLQJ«/RQJ
sad, dark alien eyes. Creole of pure English descent she may be, but they are not English or 
European HLWKHU´5K\Vmy italics). This ambivalence in her identity and hybridized position 
that Antoinette occupies is threatening to Rochester. Similarly, the country itself makes him 








Rochester is preoccupied with class, gender, and race divisions and binaries. For him, it is 
always self/other, whites/blacks, male/female, us/them. He translates his sense of non-belonging 
into an antagonistic dyad of self versus other, and positions the other as the immediate enemy. 
2QWKHRWKHUKDQG$QWRLQHWWH¶VXQGHUVWDQGLQJLVPRUHSHUFHSWLYHDQGDFFXUDWHVKHUHFRJQL]HV
that his fear stems from the unknown, that which is Other to the self, yet is also not classifiable 
and occupies multiple terrains. Her analysis of the situation proves to be very dauntingly 
perceptive, and there is wisdom and rationality in her choice of words; at this point, there is 
QRWKLQJµPDG¶DERXWKHUFKDUDFWHU 
In all of the texts I have selected, the madwomen figures speak up against society and 
WKH\DUHDEOHWRDUWLFXODWHDQDOPRVWXQFDQQ\NQRZOHGJHRIVRFLHW\¶VIDLOLQJVDQGRSSUHVVLRQ
Madwomen figures throughout this thesis speak, but are not heard. Antoinette, for example, 
attempts to bridge the gap between herself and Rochester, who remains unwilling to accept her 
or anything that it Other to himself.  Rochester does not believe in class, gender, or race equality. 
He does not listen to her, and he does not understand AntRLQHWWH¶VDELOLW\WRLQWHUDFWZLWKWKH





separates himself from all others, positioning himself as the superior Englishman.  He deals with 
Antoinette as a child, as inferior based on her race and sex³,IVKHZDVDFKLOGVKHZDVQRWD
stupid child but an obstinate one. She often questioned me about England, listened attentively to 
my answers, but I was certain that nothing I said made much difference. Her mind was already 
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PDGHXS´5K\V)URPWKe very beginning of their relationship, he is unsatisfied with her 
character, her supposedly stubborn behaviour, and her mind ±although she never verbally 
challenges him, he is still threatened, even her silence is intimidating for him.  
Throughout their conversations, Rhys manages to portray Antoinette as the reasonable 
RQHZKLOH5RFKHVWHU¶VODFNRI empathy and logic is apparent. Nonetheless, Rochester expects 





Rochester attempts to exercise control over Antoinette by dictating how she should laugh, act, 
speak, and what her name ought to be, a name that he prefers. She asks him logical questions, but 
KHUHVSRQGVZLWKXQUHDVRQDEOHDQVZHUV$QWRLQHWWH¶VFRQIXVLRQLVFDXVHGE\5RFKHVWHU¶V
KRVWLOLW\DQGODFNRIFDUHIRUKHU³7KHQZK\GR\RXQHYHUFRPHQHDUPH"¶VKHVDLG µ2UNLVVPH
or talk to me. Why do you think I can bear it, what reason have you for treating me like that? 
Have you any reason"¶, my italics,WLV5RFKHVWHU¶VDFWLRQVWKDWDUHXQUHDVRQDEOH\HWQHYHU
once is he accused of madness. He occupies a strong position, one that remains unthreatened by 
any action or lack thereof on his part.  When Antoinette finally realizes his ploy to destroy her, 
VKHVWDWHV³%HUWKDLVQRWP\QDPH<RXDUHWU\LQJWRPDNHPHLQWRVRPHRQHHOVHFDOOLQJPHE\
DQRWKHUQDPH´5K\V$QWRLQHWWHLVDEOHWRVHHWKURXJK5RFKHVWHU¶VSODQDQGKLVDFWLRQVKLV
desire to recreate her into a vision of an Englishwoman he might have preferred to marry. Like 





 The mental and emotional strain of dealing with Antoinette WDNHVLWVWROORQ5RFKHVWHU¶V
body. For example, Rochester is ill upon first DUULYLQJLQ-DPDLFD³,ZDVPDUULHGDPRQWKDIWHU,
DUULYHGLQ-DPDLFDDQGIRUQHDUO\WKUHHZHHNVRIWKDWWLPH,ZDVLQEHGZLWKIHYHU´,OOQHVV
pUHVHQWVLWVHOILQ5K\V¶VWH[WLQWKHVDPHZD\WKDWLWDSSHDUVQXPHURXVO\LQ%URQWs¶VWH[WDOZD\V
threatening the well-being of the characters, it is something to be feared, avoided, and signals 
impending destruction of either the subject or those surrounding him/her. Rochester manages 
entirely to annihilate and destroy Antoinette, rendering her invisible, labelling KHUDVD³%HUWKD´
a name fit for an Englishwoman, but she remains never quite a Bertha, never quite an 
Englishwoman, and instead loses all perception of self and her identity.  Even her homeland she 
IHHOVLVQRZWDLQWHGIRU5RFKHVWHUKDVPDQDJHGWRGHVWUR\WKDWWRR³%XW,ORYHGWKLVSODFHDQG
\RXKDYHPDGHLWLQWRDSODFH,KDWH«,KDWHLWQRZOLNH,KDWH\RXDQGEHIRUH,die I will show 
you KRZPXFK,KDWH\RX´5K\Vmy italics). The power of the madwoman/invalid is 
precisely that she is perceived as out of control, as unpredictable, and thus able to threaten those 
DURXQGKHUZLWKKHUµPDGQHVV¶  Antoinette is aware of her physical demise even before her 
PHQWDOVWDELOLW\LVWKUHDWHQHGKHUWKUHDWWR³GLH´UHVRQDWHVZLWK&DWKHULQH(DUQVKDZ¶VGHVLUHWR
punish Edgar and Heathcliff (and herself) by dying. Antoinette, however, also intends to let 
Rochester know precisely how much pain he has caused her.  
 All of the madwomen figures in this study are eventually confined. Antoinette is confined 
to the attic, Jane is temporarily confined to the red-room, Catherine is bedridden in Thrushcross 




emotional well-being deteriorates even more quickly.  The room she is left in is similar to the 
red-room that young Jane endures in Jane Eyre,WLVDURRPZKHUHVKHLVOHIWWRVXIIHU³7KHUHLV
one window high up ±you cannot see out of it. My bed had doors but they have been taken away. 
7KHUHLVQRWPXFKHOVHLQWKHURRP´5K\V,WLVDQHQFORVHGVSDFHDVSDFHWKDWEUHDNV any 
mental wholeness she might still possess Antoinette is left in an attic, where she only has her red 
dress, the only item she has managed to keep from her homeland; everything else is severed. The 
GUHVVFDUULHVPHPRULHVRIWKHSDVWRIKHUKRPH³7KHVcent that came from the dress was very 
faint at first, then it grew stronger. The smell of vetivert and frangipani, of cinnamon and dust 
DQGOLPHWUHHVZKHQWKH\DUHIORZHULQJ7KHVPHOORIWKHVXQDQGWKHVPHOORIWKHUDLQ´
Again, like Catherine in Wuthering Heights, Antoinette is transported from nature to the 
VXSSRVHGO\FXOWXUHGFLYLOL]HGZRUOGWRWKHZRUOGRI³FDUGERDUG«WKLVFDUGERDUGZRUOGZKHUH
HYHU\WKLQJLVFRORXUHGEURZQRUGDUNUHGRU\HOORZWKDWKDVQROLJKWLQLW´5K\V7KLVLV
the prison she must endure, for a crime that is unknown to her. Treatment of women in the 
Victorian era meant confinement to a room, no matter the duration. For someone like Antoinette, 
who comes from a different society and culture, this further aggravates her condition. She 
becomes  dissociated from herself and can no longer find any part of her. Finally, at the end of 
WKHWH[WVKHUHFRJQL]HVKHUVHOILQWKHPLUURU³,WZDVWKHQWKDW,VDZKHU± the ghost. The woman 
with streaming hair. She was surrounded by a gilt frame but I knew her. I dropped the candle I 
ZDVFDUU\LQJDQGLWFDXJKWWKHHQGRIDWDEOHFORWKDQG,VDZIODPHVVKRRWXS´$IWHU
Antoinette comes face to face with her ghost, the result is the burning of Thornfield. Annihilation 
of herself, along with all others, happens once the fire starts. There is already dissociation, a 





in flames. The wind caught my hair and it streamed out like wings. It might bear me up, I 
WKRXJKWLI,MXPSHGWRWKRVHKDUGVWRQHV´,Q5K\s¶VYHUVLRQRf the fire, Antoinette almost 
reaches out to the fire gladly, happily, attempting to cross over into another world, an alter-
reality. The sky is filled with her past, her home, her identity. Her wild hair, at least from her 
perspective, is similar to wings; there is an obvious allusion to freedom, liberation, and the 
capacity to rise up. The death, then, is not a tragic one, and she is able to recover a part of her 
past, her history, and a part of her sense of self through her death.  
 In Wuthering Heights and Jane Eyre, madness features as a theme that provides an 
escape from the violence inflicted by Victorian culture and society. Both texts reveal the 
inextricability of racial and gender politics.  Wide Sargasso Sea deals with the subject more 
explicitly: there is no question that Antoinette/Bertha¶VLOOQHVVLVDJJUDYDWHGLIQRWFDXVHGE\
racial and gender ideologies, power hierarchies, British imperialism, colonialism and patriarchy. 
Jean Rhys takes the fragile intimacies of these Victorian texts and creates a text that attempts to 
PDNHVHQVHRIWKHPDGQHVVWKDWKRYHUVZLWKLQWKHVLGHOLQHVRIKHUSUHGHFHVVRUV¶WH[WVEULQJLQJ
the theme of madness to the forefront. By reading together the three texts, the figure of the 
µPDGZRPDQ¶PD\EHUHDGLQLWVPXOWLSle manifestations of the effects of a Victorian culture, a 
culture that built its centrality/subjectivity on the disavowal of the other. The madwomen all 
share a common struggle, a struggle to escape from the Victorian English dichotomous thought 
that chose to exclude them, while appropriating their bodies and property, from polite imperial 





Chapter Two: The Mad in The God of Small Things 
 
 Postcolonial critics have suggested that the aftermath of colonialism remains deeply 
embedded within the FRORQLVHG¶V psyche. The damage done to the land is mirrored by the 
personal damage inflicted onto the colonised people: multiple fractured psyches, identities, and 
bodies.  The mutilation reiterates itself and reaffirms its devastating effects by harming the 
private and the public domain, the personal and the political, the mind and the body, and most 
significantlyWKHLQGLYLGXDODQGWKHFROOHFWLYH$UXQGKDWL5R\¶VThe God of Small Things is a 
novel that protests loudly, a text that both mourns and celebrates the colonised, and presents the 
image of India as closely linked to the colonised Indian woman ± in the face of colonization, 
UDFLVPDQGVH[LVPVKHKDVEDUHO\DQ\FKDQFHRIVXUYLYDODQGUHVLVWDQFH5R\¶VQRYHOLV
powerful in its raw emotion, its careful observation of the inextricability of the political and the 
personal, and its transgressive form, plot, and FKDUDFWHUV,UHDGWKHWH[WDVDµPDG¶RUGHUDQJHG
text, filled with memory lapses, confusion, disorientation, and undoubtedly, trauma. In The God 
of Small Things, madness and colonization and its aftermath are significant markers of the 
colonised mind and body. This chapter aims to consider madness in a colonised state, madness as 
both a consequence of colonisation, and of imperial manipulation of indigenous patriarchy, and 
PDGQHVVDVDQHQDEOLQJWUDQVJUHVVLRQWKURXJKZKLFKVXSSRVHGO\µPDG¶IHPDOHFKDUDFWers bear 
the potential to challenge public politics through their private lives and small acts. The God of 
Small Things is a title that refers to a male God, yet it is primarily preoccupied with a web of 
female and subaltern characters whose private lives DUHPLUURUHGE\WKHQDWLRQ¶VGHWHULRUDWLRQ 
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Fredric Jameson's essay on "Third World Literature in the Era of Multinational 
Capitalism" examines the link between the private and the public, especially in the postcolonial 
novel:  
Third-world texts, even those which are seemingly private and invested with a properly 
libidinal dynamic ± necessarily project a political dimension in the form of national 
allegory: the story of the private individual destiny is always an allegory of the embattled 
situation of the public third-world culture and society (69).  
5R\¶VWH[WRIIHUVVXFKDQDOOHJRU\LIQRWPXOWLSOHDOOHJRULHVDVLWLVQRWRQHVLQJXODUVWRU\RIWKH
nation, but rather it presents a multitude of stories, of individuals whose lives are ruled by a 
lingering colonial past. More specifically, the text focXVHVRQGLIIHUHQW,QGLDQZRPHQ¶VVWRULHV
their minds and bodies, their existence within a society ruled by colonial effects, the caste 
V\VWHPSDWULDUFK\DQGWKHVWDWH$QLD/RRPEDVWDWHVWKDW³IURPWKHEHJLQQLQJRIWKHFRORQLDO
period till its end (and EH\RQGIHPDOHERGLHVV\PEROL]HWKHFRQTXHUHGODQG´%HFDXVHWKH
colonised female subject represents the colonised, raped land, the parallelisms are apparent, and 
it comes as no surprise then that Roy creates female characters who are at war, both internally 
and externally, with the private and the public realm. Not only does Roy portray characters that 
are troubled and disoriented, mirroring the state of the nation, but she also uses the text itself as 
yet another allegory. The text is fragmented, wild, untamed, and rebellious. It threatens borders 






reformation of the English language and this will be apparent in the passages I quote throughout 
the chapter.  
The madness that contaminates the entire culture of the people and their sense of self is 
HYLGHQWWKURXJKRXWWKHWH[W,FDOOWKLVFRQGLWLRQ³DVVLPLODWLRQPDGQHVV´Assimilation madness 
here is a result of the pressure to assimilate, to forge an altogether different identity, one that 
SOHDVHVERWKSDWULDUFKDOVRFLHW\DQGWKHFRORQLVHU¶VH[SHFWDWLRQV$VVLPLODWLRQPDGQHVVFUHDWHVD
VSOLWIURPRQH¶VSDVWRQH¶VQDWLYHLGHQWLW\DQGWKHQHZRUPRGHUQLVHGLGHQWLW\RQHIHHOV
pressured to adopt. ,FKRRVHWREULQJWREHDU$PLOFDU&DEUDO¶V³1DWLRQDO/LEHUDWLRQDQG&XOWXUH´
for the purpose of examining the way that the culture of the colonised has to be erased, and 
assimilation takes place, leaving the colonised bewildered and in a VWDWHRIORVV³,QIDFWWRWDNH
up arms to dominate a people, above all, to take up arms to destroy, or at least to neutralize, to 
SDUDO\]HLWVFXOWXUDOOLIH´&DEUDO%\GRLQJVRWKHFRORQLVHUJXDUDQWHHVWKHFRORQLVHG¶V
devotion and assimilation of WKHFRORQLVHU¶VYDOXHVDQGFXOWXUHLQFOXGLQJGHSUHFLDWLQJRQH¶VRZQ
culture and subsequently, self. Both the collective and the individual are affected by this sense of 






relationship, because Ammu, unlike Chacko, does not pursue the supposedly superior white 
man/woman. She instead chooses (consciously or unconsciously) the Untouchable, the farthest 
person from the white man, and as such, she becomes expelled from society, unlike Chacko, who 
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finds pride and a sense of accomplishment in his relationship with Margaret. Ammu is the most 
resistant to assimilation, and as a result, she is the one who is outcast and rejected both by her 
IDPLO\DQGWKHODUJHUFROOHFWLYHFRPPXQLW\$PPX¶VFKDUDFWHULVnot usually read by critics as a 
µPDGZRPDQ¶FKDUDFWHULQVWHDGWKHIRFXVRIPDGQHVVLQWKHQRYHOLVKHUVRQ(VWKDZKRUHWUHDWV
into silence and is very clearly traumatized. Estha is read as suffering from psychological trauma, 
while Ammu is simply read as µGDQJHURXV¶RUWUDQVJUHVVLYHI read Ammu as someone outcasted 
from society not only because she is a transgressive woman, but more importantly, because her 
DFWLRQVDUHGHHPHGPDG$PPX¶VµPDGQHVV¶WKHQFDUULHVDFHUWDLQVHQVHRIDJHQF\DQGVKHLV
the predominant figure of protest in the novel.  
 The God of Small Things ZRQWKH%RRNHU3UL]HLQ-XOLH0XOODQH\¶VVWXG\
$UXQGKDWL5R\¶V7KH*RGRI6PDOO7KLQJV$5HDGHU¶V*XLGH is one of a handful of scholarly 
ZRUNVWKDWKDYHDSSURDFKHG5R\¶VWH[WLQGHWDLOSD\LQJDWWHQWLRQWRWKHDXWKRU¶VEDFNJURXQGWKH
plot, and provides a concise introduction to the main themes and tropes of the novel. Mullaney 
recognizes the great critical UHFHSWLRQRIWKHQRYHODQGWKDWLWZDV³SXEOLVKHGLQRYHUIRUW\
GLIIHUHQWODQJXDJHV´DQG³KDVVROGRYHUVL[PLOOLRQFRSLHVZRUOGZLGH´$OWKRXJK
0XOODQH\¶VVWXG\GRHVQRWSURYLGHPRUHWKDQDEDVLFDSSURDFKWRWKHQRYHOLWaims to aid those 
who are tDFNOLQJWKHWH[WIRUWKHILUVWWLPH:LWKLWVFRPSOH[VWUXFWXUH5R\¶VQRYHOLVERWK
demanding and daring. It demands to be read repeatedly, it requires that the reader merges with 
the narrator, that the reader assumes an active position, working at all times to place together the 
scattered images of the narrative and the chaotic timeline of events. The text requires a constant 
revisiting of major themes, subtexts, and explicit as well as implicit material. The God of Small 
Things is a postmodern, postcolonial, protest novel, and it is its multiple occupations of various 
classifications that place it as one of the most widely read texts in Postcolonial Studies; it is 
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found on the course syllabi of undergraduate and graduate classes, and is working its way into 
WKHFDQRQ5R\¶VRQO\QRYHOKDVJDLQHGZRUOGZLGHUHFRJQLWLRQDQGFULWLFDOUHFHSWLRQLQDYHU\
short time span, placing her amongst successful Indian writers such as Salman Rushdie, Kiran 
'HVDL$QLWD'HVDL5.1DUD\DQWRQDPHDIHZ,Q³/RFXVWV6WDQG I: Some Feminine Aspects 
RI7KH*RGRI6PDOO7KLQJV´0RKLW5D\UHDGVWKHWH[WDVDQRYHOWKDWRFFXSLHVseveral different 
genres and categories:  
It is a modern novel in its theme and the treatment of the theme, a postmodern novel in its 
knotting and knitting of narrative threads, manipulation of expressive literary forms and 
FUHDWLYHµSOD\¶ZLWKZRUGVDIHPLQLVWQRYHOLQWKHSLW\DQGWHUURUWKDWLWHYRNHVIRUWKH
condition of women in a particular cultural milieu, a political novel in its criticism of the 
hypocrisy of the communist party (49).  
5R\¶VQRYHOPD\EHUHDGLQGLIIHUHQWZD\VFODVVLILHGDFFRUGing to different genres, but I think it 
can be most illuminatingly read as a hybULGWH[WDSRVWFRORQLDOIHPLQLVWµmad¶ text.  
The novel exposes above all the workings of madness in a postcolonial context. This 
time, the focus is not on a madwoman in an attic (Brontë¶VJane EyreRULQDQDV\OXP)DTLU¶V
Pillars of Salt) or in a tent (Al-7DKDZ\¶VThe Tent). Madness is not confined to a certain space 
DQGLWGRHVQRWDIIOLFWRQHSHUVRQRURQHZRPDQEXWUDWKHUPDGQHVVLVHYHU\ZKHUHLQ5R\¶VThe 
God of Small Things. The characters suffer from psychological traumas, the men suffer from 
FRORQLDOGDPDJHWRWKHLUµPDQKRRG¶DQGWKHZRPHQHndure the consequences of colonial, racial 
and sexist ideologies that perpetuate their continued oppression through a number of generations. 
Roy weaves the themes of madness, abjection and trauma together, never once allowing us to 
forget the initial trauma of Empire and colonialism.  
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The argument of this chapter emphasizes the fact that colonialism severely impacted the 
mental state of the collective community and the individual. My focus is on the female 
SURWDJRQLVWV¶VWDWHRIPLQGDQGWKHWUDXPDWKDWWKHy endure. In Colonialism and Cultural Identity, 
Patrick Hogan identifies colonialism as a breeder of insanity, as a trauma which shatters the 
LQGLYLGXDO¶VVHQVHRIVHOIDVZHOODVWKHFROOHFWLYHLGHQWLW\RIWKHQDWLRQ+RJDQDVVHUWVWKDW³LQ
literature, maGQHVVLVRIWHQERXQGXSZLWKORVVRIWKHSDVW«DVHYHULQJRIRQH¶VFRQQHFWLRQWR
practices and habits continuous with childhood and with earlier generations. Those practices and 
KDELWVFRQVWLWXWHLGHQWLW\RUSDUWRILW´5R\¶VPDLQFKDUDFWHUVDUH5DKHl and Estha, twins 
who grow up deeply disturbed by their past, by their childhood, and their separation from each 
other, as well as Ammu, their mother. Hogan asserts that separation from the past in a violent 
way is a precursor of destabilizing identity anGIUDFWXULQJRQH¶VVHQVHRIVHOI(YHQPRUH
VSHFLILFDOO\+RJDQWHUPVWKHSV\FKRVRFLDOG\VIXQFWLRQWKH³SV\FKRSDWKRORJ\RIUDFLVP´ZKLFK
affects colonised people and those who are pressured to adopt the culture of the coloniser (67). In 
P\UHDGLQJRI5R\¶V The God of Small Things I will consider the ways by which the characters 
suffer from assimilation and mimeticism, internalize the coloniser¶VYDOXHVDQGVLPXOWDQHRXVO\
reject their culture and devalue their own identities. Roy presents three generations of Indian 
women in the Ipe family, yet all of them are victims of colonialism, imperialism, and post-
colonialism/neocolonialism. Of course women had to deal with both colonisation and patriarchy 
at home, colonialism and the British Empire worsened the conditions at home, as I argue 
throughout.  
Not only does Roy expose patriarchy and colonialism in The God of Small Things, but 




cross-caste affair, the twins are separated from their mother, as she is deemed unfit to be a 
mother, and Velutha is killed brutally by the police. Hogan offers an explanation of the reasons 
behind this exploitation of certain traditions and belief systems: 
7KHLQWUXVLRQRIFRORQLDOFXOWXUH«GLVUXSW>V@RUGLQDU\URXWLQHVDQGEHOLHIV7KHcoloniser 
ridicules and seeks to alter or outlaw aspects of the indigenous culture. One consequence 
RIWKLVLVUHDFWLRQDU\WUDGLWLRQDOLVP3UDFWLFHV«PD\EHFRPHULJLGLILHGDQGDEVROXWHLQWKH
IDFHRIFRORQLDOLVWREMHFWLRQV«,QWKDWZD\WKH\FRPHWREHVHHQDVFUXFLDl to the 
preservation of the culture (177). 
Roy recognizes the multiple oppressions and injustices, careful not to devise an attack solely on 
the West and British colonialism. Her novel is a critique of the caste system as well and the ways 
by which its system of othering and oppression resonates with British colonialism and 
imperialism. The two systems, in Indian culture, were inextricably linked, as my reading of 
5R\¶VWH[WZLOOGHPRQVWUDWH 
The God of Small Things spans multiple generations of women, beginning with Baby 
Kochamma, Mammachi, Ammu, Kochu Maria (although she is not a main character) and Rahel. 
7KHIHPDOHFKDUDFWHUV¶OLYHVRYHUODSWKHUHDUHPDQ\VHULHVRIWUDQVJUHVVLRQVDQGPHQWDO
emotional, as well as physical repercussions. Colonised women faced both the oppressions of 
patriarchy and colonialism/neocolonialism. Their identities, subjectivities, and bodies, were 
FRQWUROOHGDQGUHJXODWHGE\ERWK,QGLDQDQG%ULWLVKFXOWXUHV,Q³0DSSLQJWKH&RORQLDO%RG\
Sexual Economies and the State in ColRQLDO,QGLD´-DQHW3ULFHDQG0DUJULW6KLOGULFNH[SODLQWKH
role of the British coloniserVDQGPLVVLRQDULHVLQFRQWUROOLQJ,QGLDQZRPHQ¶VOLYHVDQG
specifically, their bodies, their sense of space, and their place within their own society. Indian 
culture and tradition was not divorced from British ideological restraints on women. Rather, both 
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cultures worked against Indian women. Price and Shildrick maintain that the late nineteenth 
FHQWXU\DQGWKHEHJLQQLQJRIWKHWZHQWLHWKFHQWXU\VDZDULVHLQQHZ³WHFKQLques of discipline 
DQGVXUYHLOODQFHIRUWKHIHPDOHERG\´7KLVWRRNSODFHGXULQJWKH%ULWLVKFRORQLDOHUD³LQ
WKHVDPHZD\WKDWWKHFRORQLDOVWDWHUHJXODWHGDQGHQFORVHGWKHODQGVFDSHRI,QGLD´WKHVDPH
FRQWURORI,QGLDQZRPHQ¶VVXEMHFWLYLWLHVDQGEodies was happening. Different institutions, 
including churches, hospitals, schools, all worked together to keep Indian women restricted in 
WKHLUSULYDWHVSKHUHVLQWKHLUERGLHVDQG³DQLQYLGLRXVFRQWUROZDVH[HUFLVHGLQRIWHQPLQRUDQG
individualized ways, over the gestures, movements, language, and appearance of women and 
FKLOGUHQDQGWKHFXVWRGLDQVKLSRIWKHPLVVLRQDULHV´-95).  Power relations were kept intact, 
female bodies were confined to the private sphere, and the public sphere continued to dominate 
and oppress Indian women.  
Baby Kochamma and Mammachi, as well as Pappachi, the Imperial Entomologist (who 
worked for the British before Independence and after), are all assimilated subjects who reiterate 
the cycle of oppression and othering which colonialism fostered. With colonialism came an 
LQFUHDVHLQJRYHUQPHQWE\YLROHQFH+RPL%KDEKD¶V³5HPHPEHULQJ)DQRQ6HOI3V\FKHDQGWKH
&RORQLDO&RQGLWLRQ´FRQVLGHUVWKHZD\VE\ZKLFKFXOWXUDODOLHQDWLRQDQGFRORQLDOUHODWLRQV
further alienate the self from the RWKHUDQGWKHVHOIIURPZLWKLQWKHVHOI%KDEKDDVVHUWVWKDW³WKH
very place of identification, caught in the tension of demand and desire, is a space of splitting. 
7KHIDQWDV\RIWKHQDWLYHLVSUHFLVHO\WRRFFXS\WKHPDVWHU¶VSODFHZKLOHNHHSLQJKLVSODce in the 
VODYH¶Vavenging DQJHU´$VVXFKLQ5R\¶VWH[WWKHDVVLPLODWHG,SHIDPLO\UHQGHUVLWVHOI
superior and attempts to establish authority over others.  Assimilation is a form of madness, 
because of the cultural alienation and the alienation fURPZLWKLQWKHVHOI)DQRQ¶VWretched of 
the Earth is an indispensable study of mental disorders in the colonies. Fanon raises questions 
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and provides specific examples of patients he treated in Algeria, but nevertheless, I will draw on 
his study to shed liJKWRQ5R\¶VOLWHUDU\WH[WHPSKDVL]LQJWKDWOLWHUDWXUHDQGUHDOLW\DUHnot one 
DQGWKHVDPHEXWWKHUHLVDFRPPRQUHVRQDQFHEHWZHHQOLYHGSHRSOH¶VH[SHULHQFHVDQGOLWHUDU\
FKDUDFWHUV)DQRQWHOOVXVWKDWFRORQL]DWLRQGHSHQGHGRQD³V\VWHPDWL]HGQHJDWLRQof the other, a 
frenzied determination to deny the other any attribute of KXPDQLW\´5R\¶VFKDUDFWHUVWKH
Ipe family (excluding Ammu), thrive on maintaining their position in society, while dismissing 
and disavowing the other ± whether it is Velutha the Untouchable, the factory workers, lower-
class women, or the poor. 7KH³DVVLPLODWLRQPDGQHVV´WKDWWKH\DUHDIIOLFWHGE\KDXQWVWKHQRYHO
as they try to internalize the culture of the coloniser and re-enact oppression and the oppressive 
cycle of colonialism. ,Q)DQRQ¶VZRUGV 
In order to assimilate the culture of the oppressor and venture into his fold, the colonised 
subject has had to pawn some of his own intellectual possessions. For instance, one of the 
things he has had to assimilate is the way the colonialist bourgeoisie thinks (13).   
Pappachi, the father figure, the ruler of the Ipe household, has assimilated and internalized the 
way the coloniser thinks and acts. He represents the native that Fanon speaks of; he attempts to 
become an oppressor in his own home, with his family, and unsurprisingly, it is the women in the 
IDPLO\ZKRVXIIHUWKHPRVW,Q³$\HPHQHPDQGWKH$\HPHQHP+RXVH$6WXG\RIWKH6HWWLQJRI
The God of Small Things,´6LPRQ%DUQDEDVFORVHO\H[DPLQHVWKHFKDUDFWHUVLQUHODWLRQWRWheir 
GRPHVWLFVHWWLQJWKH$\HPHQHPKRXVH+HUHDGV3DSSDFKLDVDPDQDIIOLFWHGE\$QJORSKLOLD³D
NLQGRIVODYLVKDGPLUDWLRQ«(YHQGXULQJWKHPRVWKXPLGVHDVRQVLQ$\HPHQHPKHZHDUVKLV
three-SLHFHVXLW´3DSSDFKLGUHVVHVDQGDFWVOLNHWKHcoloniser, and most significantly, 




exemplifies his inherent urge to discriminate against the female offspring, but also 
LQGLFDWHVKRZLQWHQVHO\KLVEUXWLVKYLROHQFHKDVDIIHFWHG$PPX¶VSV\FKHWRWXUQDJDLQVW
the violence of her imposing family (303).  
7KHYLROHQFHF\FOHLVUHSHDWHGDWKRPHLQWKHSULYDWHVSKHUHWKHGRPXVDQGWKHFRORQLVHU¶V
mental, emotional, and physical violence is transferred into the home, into families.  
$OWKRXJK3DSSDFKL¶VSK\VLFDOYLolence is directed only at his wife, Ammu also suffers 
IURPKHUIDWKHU¶VLQFXUDEOH³DVVLPLODWLRQPDGQHVV´3HUKDSVWKHPRVWVLJQLILFDQWH[DPSOHZKLFK
H[HPSOLILHV$PPX¶VGLVDSSRLQWPHQWLQKHUIDWKHULVKLVUHIXVDOWREHOLHYHWKHVWRU\EHKLQGKHU
GLYRUFH³3appachi would not believe her story ±not because he thought well of her husband, but 
VLPSO\EHFDXVHKHGLGQ¶WEHOLHYHWKDWDQ(QJOLVKPDQDQ\(QJOLVKPDQZRXOGFRYHWDQRWKHU
PDQ¶VZLIH´Roy 42). Pappachi has so deeply internalized a sense of worshipping of the 
coloniser, that he idolizes the white man. Fanon describes it aptly in Black Skin, White Masks: 
³6LQLVEODFNDVYLUWXHLVZKLWH´$VVXFKWKHZKLWHPDQWKHcoloniser, cannot, in 
3DSSDFKL¶VEOLQGHGMXGJPHQWFRPPLWDFULPHRUDVLQ$VIRU$PPX¶VKXVEDQGKHLVXQDEOHWR
defend or protect his family, nor Ammu. In the face of the white man, he is unable to feel 
DQ\WKLQJEXWLQIHULRULW\DQGDVDUHVXOWKHWULHVWRSHUVXDGH$PPXWRDJUHHWR0U+ROOLFN¶V
SURSRVDOWKDW$PPXEH³VHQWWRKLVEXQJDORZWREHµORRNHGDIWHU¶´$PPXVD\VQRWKLQJ
which only further infuriates her husband and leads to physical violence, a pattern that continues 
to repeat itself.  
Ammu suffers at the hands of both the white man and the black man who objectify her 
and reduce her to market value. Fanon, in Black Skin, White MasksWHOOVXVWKDW³When Blacks 
make contact with the white world a certain sensitizing action takes place. If the psychic 
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structure is fragile, we observe a collapse of the ego. The black man stops behaving as an 
actional SHUVRQDO«RQO\³WKH2WKHU´FDQHQKDQFHKLVVWDWXV´,QWKLVFRQWH[WWKHQ$PPX¶V
KXVEDQGOLNH3DSSDFKLVXIIHUVIURPDQLQIHULRULW\FRPSOH[³DVVLPLODWLRQPDGQHVV´DQGUHVRUWV






impending death come as no surprise ± there is no way out.   
Hierarchical Relations: the Caste System 
The caste system functions as a rigid set of dichotomies, the most obvious of which is: 
Touchable/Untouchable. This distinction follows the same rigidly set racial boundaries and 
gender separation binaries: White/Black, male/female, British/Indian, British woman/Indian 
woman, and an endless list of constructed distinctions. In Castes of Mind: Colonialism and the 
Making of Modern India, Nicholas Dirks holds the view that colonialism and the caste system 
played off each other; both systems reflected the same social, religious and political injustices. 
'LUNVDUJXHVWKDW³FDVWHLVDPRGHUQSKHQRPHQRQWKDWLVVSHFLILFDOO\WKHSURGXFWRIDQ
KLVWRULFDOHQFRXQWHUEHWZHHQ,QGLDDQG:HVWHUQFRORQLDOUXOH´Dirks does not mean to 
suggest that the caste system was born from British colonialism or that it is merely a product of 
colonization.  Dirks emphasizes:  
,DPVXJJHVWLQJWKDWLWZDVXQGHUWKH%ULWLVKWKDWµFDVWH¶EHFDPHDVLQJOHWHUPFDSDEOHRI
H[SUHVVLQJRUJDQL]LQJDQGDERYHDOOµV\VWHPL]LQJ¶,QGLD¶VGLYHUse forms of social 
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identity, community, and organization. This was achieved through an identifiable (if 
contested) ideological canon as the result of a concrete encounter with colonial modernity 
during two hundred years of British domination (5). 
:KDW5R\¶s exposure of the caste system does is imply that the caste system is not separate from 
British colonial rule, is not merely an Indian concept, and does not stand for Indian society in its 
diverse workings. 5R\¶VWH[WLGHQWLILHVWKHFDVWHV\VWHPDV an invention developed within Indian 
culture and society, as specifically a symbol for Indian culture that British colonization had 
constructed. In a sense, the caste system had become synonymous with India as a whole, and it 
has had a homogenizing effect. Pre-colonial India had sustained heterogeneous identities and 
different significances attached to social identities and groups, collectivities. With British rule, 
came a certain Orientalist presumed knowledge and ways of systemizing and categorizing. Dirks 
historicizes the rise of the interest in the caste system:  
British interest in the institution of caste intensified in very new ways. District level 
manuals and gazetteers began to devote whole chapters to the ethnography of caste and 
custom; imperial surveys made caste into a central object of investigation; and by the 
time of the first decennial census of 1872, caste had become the primary subject of social 
classification and knowledge (15).  
Given the way by which the caste system has become a governing trope of Indian culture and 
society, Roy takes that theme and intertwines it with all other forms of oppression. For her, such 
institutionalized violence is multifaceted and not easily GHILQHG,QIDFWQRWKLQJLQ5R\¶VQRYHOLV
clear-cut and unquestionable. That is the very essence of the novel, its multiple narratives, and its 
non-linear plot, its constant revisions of dichotomies and attempts at deconstructing previously 
held notions of India, East and West, male and female, private and public politics.  
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 The caste system in The God of Small Things SOD\VDVLJQLILFDQWSDUWLQWKH,SHIDPLO\¶V
GRZQIDOOLQWKHFKLOGUHQ¶VWUDXPDWL]HGVHOYHVDQGWKHLUPRWKHU¶VDVZHOODV9HOXWKD¶VGHDWKThe 
positioning of the caste system as a central theme in the novel is not meant to dehumanize or 
demoralize India, or to appeal to a Western model of superiority/inferiority, but rather it 
questions the distinction between Eastern and Western modes of oppression. In $UXQGKDWL5R\¶V
The God of Small Things Alex Tickell informs us that the Hindu reformer Swami Vivekananda 
UHIHUUHGWRWKHFDVWHV\VWHPDV³DPDG-KRXVH´%HFDXVHWKHFDVWHV\VWHPIXUWKHUSHUSHWXDWHG
social and class madness, Ammu and VeluthDDUHYLFWLPVRIVRFLHW\¶VPDGQHVV,QDPDGVRFLHW\
one that is infested with patriarchal oppression, colonial values, what choice is there but for 
madness to emerge as a result of unreasonable laws? 7LFNHOOKLVWRULFL]HVWKHFDVWHV\VWHP¶V
emergence in IQGLD³7KHFDVWHV\VWHPRUcaturvarna (literally, four colours) is an ancient four-
part division of Hindu society that arranges the human world in the context of a sociocosmic 
order (dharma) that existed from the time of creation (22). The caste system was not simply a 
division of humanity, of social classes, but it dictated and entailed social duties and 
VRFLRHFRQRPLFSRVLWLRQLQJRQWKHVRFLDOODGGHU³$VDparavan, Velutha in The God of Small 
Things EHORQJVWRWKLVVWLJPDWL]HGµXQWRXFKDEOH¶JURXSDQGLWis this fact that makes his affair 
with Ammu ± DQGWKHLUPXWXDOHURWLFµWRXFKLQJ¶± VXFKDWUDQVJUHVVLYHDFW9HOXWKD¶V
WUDQVJUHVVLRQLVQRWRQO\LQKLVIDPLOLDUWRSHUIRUPKLVVRFLDOLGHQWLW\OLNH$PPX¶VIDLOXUHWR






 Having used the trope of the caste system in a postcolonial novel, Roy carries the burden 
of representing and presenting India through her writing, ostensibly without falling into the trap 
of homogenizing an entire nation as one category. Yet Roy is able to equate the caste system 
ZLWKUDFLDODQGVH[XDOSROLWLFV7KHFKDUDFWHUVGRQRWVXIIHURQO\IURPWKHFDVWHV\VWHP¶V
injustices and oppressions, but rather they are controlled subjects, always under multiple sites of 
oppression and assimilation. Tickell suggests that the caste system was formulated in a way to 
stand in opposition to Western ideas of progression and equality:  
7KHZRUGµFDVWH¶GHULYHVIURPWKH3RUWXJXHVHcasta, meaning pure or unadulterated 
VKDULQJD/DWLQURRWZLWKWKHZRUGµFKDVWH¶DQGLts European etymology should 
LPPHGLDWHO\PDNHXVVXVSLFLRXVRIGHILQLWLRQVRIµFDVWH¶WKDWUHO\H[FOXVLYHO\RQLGHDVRI
SXULW\DQGGHILOHPHQW«RQHRIWKHGHILQLQJVWXGLHVRIFDVWH/RXLV'XPRQW¶VHomo 
Hierachicus (1967) sees the opposition between purity and pollution as a central figure of 
caste hierarchies. +RZHYHUPRUHUHFHQWO\VRFLRORJLVWVKDYHFULWLFL]HG'XPRQW¶VPRGHO
DUJXLQJWKDWLWUHSHDWVIRUPVRIFRORQLDOWKRXJKWWKDWµHVVHQWLDOLVHG¶DQGIL[HG,QGLDQ
society around a specific, historically static concept, thus presenting India as the reverse 
PLUURULPDJHRIDµUDWLRQDO¶SURJUHVVLYHDQGHQOLJKWHQHG(XURSH 
It is this very distinction between East and West that Roy challenges and questions. It is this very 
dichotomy, this border between purity and pollution, cleanliness and defilement, that the text 
seeks to interrogate through its seeming celebration of transgression and madness, of border-
crossing and blurring of boundaries, whether physical, social, or mental.  
Yet colonization in itself is a form of madness, assimilation is a form of blurring and 
UHIRUPLQJRQH¶VLGHQWLW\LQRUGHUWREHDFFHSWHGE\WKH:HVWern other, patriarchy fosters 




5R\¶VWH[WTXHVWLRQVWKHVR-called truths and ideologies that have long been held intact. Michel 
)RXFDXOWLQ³7UXWKDQG3RZHU´HPSKDVL]HVWKHSRZHURINQRZOHGJHDQGGLVFRXUVHLQFUHDWLQJ
and dispersing truth:  
7UXWKLVQ¶WRXWVLGHSRZHURUODFNLQJLQSRZHU«7UXWKLVDWKLQJRIWKLVZRUOGLWLV
produced only by virtue of multiple forms of constraint. And it induces regular effects of 
SRZHU(DFKVRFLHW\KDVLWVUHJLPHRIWUXWKLWVµJHQHUDOSROLWLFV¶RIWKDWWKDt is, the types 
of discourse which it accepts and makes function as true (1668).  
By presenting and representing the caste system as synonymous  with Western racial and class 
distinctions, by re-envisaging the harm done to the subalternized minorities (women, 
XQWRXFKDEOHVK\EULGFKLOGUHQ5R\¶VThe God of Small Things reformulates conceptions and 
misconceptions, Eastern and Western truths and ideologies.  
6XEDOWHUQLW\DQG0DGQHVVLQ5R\¶VThe God of Small Things  
 Positioning Roy as an author who attempts to speak for minority groups and different 
Indian women in this text LVVOLJKWO\SUREOHPDWLFHVSHFLDOO\LQOLJKWRI*D\DWUL6SLYDN¶V
interrogations of subalternity and voice. By drawing on A Critique of Postcolonial Reason I 
would argue that Spivak might YLHZ5R\DVDPHPEHURIWKH³,QGLDQHOLWH«QDWLYHLQIRUPDQWVIRU
first-ZRUOGLQWHOOHFWXDOVLQWHUHVWHGLQWKHYRLFHRIWKH2WKHU´<HW6SLYDNDOVRPDLQWDLQV
WKDWWKH³colonised VXEDOWHUQVXEMHFWLVLUUHWULHYDEO\KHWHURJHQHRXV´5R\¶VFKDUDFWHUVIDOO
into different social classes, and most notably, the Subaltern subject, Velutha, also shares a 
certain commonality with Ammu, also considered oppressed because of her gender and not her 
social class. In a sense, Ammu is a true gendered female subaltern, yet Roy presents Velutha as 
classically subaltern ± Untouchable -- in the text. In regards to the formulation of the subaltern, 
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order to draw distinctions within colonised peoples, between the elite and the non-elite. 
But whoever our subalterns are, they are positioned simultaneously within several 
diffeUHQWGLVFRXUVHVRISRZHUDQGRIUHVLVWDQFH«7KLVVXJJHVWVWKDWDQ\LQVWDQFHRI




Ammu and Velutha are both excluded from society, they are both the subaltern, the 
abject. He is an Untouchable male, while she is a female from a higher social class. This pairing 
LVVLPLODUWR&DWKHULQHDQG+HDWKFOLII¶VORYHDIIDLULQWuthering Heights. Ammu and Catherine 
are both female protagonists who choose to love someone from a different social class ±and they 
both die because of the separation, from Velutha, and from Heathcliff. Both Ammu and 
&DWKHULQHFDQQRWKDQGOHVRFLHW\¶VYLROHQWVHSDUDWLRQof them from their lovers, and the trauma 
writes itself on both their psyches and bodies. The dichotomies of male/female, master/slave, 
touchable/untouchable are all at play. To cross into forbidden territory, all dichotomies must be 
dismantled and borders and boundaries must be transgressed ±and that is exactly where the God 
of small things, rather than big things, appears. Velutha and this forbidden affair represent all 





³LIKHIRXJKWKHFRXOGQ¶WZLQ´(YHQLQ$PPX¶VGUHDPKHLVShysically disabled, unable 
WRILWLQXQDFFHSWDEOHWRVRFLHW\¶VQRUPVDQGZKDWLVFRQVLGHUHGD³QRUPDO´ERG\ In her dream, 
his physical disability mirrors the stigma he faces every day, being an Untouchable. $PPX¶V
dream is symbolic and creates a backdrop for interrogating all that is normalized and devalued 
by society, everything that is abjected, everything that is unaccepted and excluded. Ammu and 
9HOXWKD¶VDIIDLUGHPDQGVWKDWWKHELQDULHVWKDWVRFLHW\DWWHPSWVWRPDLQWDLQDQGNHHSLQWDFWDUH
to be demolished and replaced by new modes of thought. The consequences are of course, 
devastating, and the repercussions are traumatic; yet the children (especially Rahel) are able to 
IROORZWKHLUPRWKHU¶VUHEHOOLRXVSDWK6KHLVQRWVXEPLVVLYHDQGUHIXVHVWRDGKere to strict codes 
RIVRFLDOFRQGXFWLRQERWKSXEOLFO\DQGSULYDWHO\$PPX¶VDIIDLUZLWK9HOXWKDRQFHUHYHDOHG
becomes a public issue, and she is enraged and still attempts to fight the public domain. Ammu is 
first locked in the house, (like all mad femDOHSURWDJRQLVWVLQKHUEHGURRP³OLNHDIDPLO\OXQDWLF
LQDPHGLHYDOKRXVHKROG´6KHLVlabelled as mad, and the novel ends with both Ammu and 
9HOXWKD¶VGHDWKV5R\UDLVHVWKHVXEDOWHUQ¶VYRLFH\HWWKHQRYHOHQGVZLWKWKHSURWDJRQLVWV¶
deaths.  
Spivak, in A Critique of Postcolonial Reason, recognizes that literature is a form of 
representation that is not as constricting as other forms of discourse and representations, as long 







aesthetic representation offers the possibility of something of the subject getting across without a 
dangerous substitution taking place. Spivak is wary of essentialising the subaltern, of 
romanticizing the subaltern, and of perpetuating more Western discourse of otherness. Spivak 
SRVHVGLIILFXOWTXHVWLRQV³+RZFDQZHWRXFKWKHFRQVFLRXVQHVVRIthe people, even as we 
investigate their politics? With what voice-FRQVFLRXVQHVVFDQWKHVXEDOWHUQVSHDN"´-73). 
Granted, Roy as the author, speaking from her subject-position, does rewrite and reformulate a 
truth. She produces more than one truth, in fact, the multiplicity of her narrative clearly engages 
ZLWKPXOWLSOHWUXWKV5R\¶VWH[WDWWHPSWVWRTXHVWLRQVWRULHVHYHQWVSHUVRQDODQGSXEOLF
narratives, different truths, and histories. Meaning in itself is questioned: 
Little events, ordinary things, smashed and reconstituted. Imbued with new meaning. 
Suddenly they become the bleached bones of a story. Still, to say that it all began when 
Sophie Mol came to Ayemenem is only one way of looking at it. Equally, it could be 
argued that it actually began thousands of years ago. Long before the Marxists came. 
%HIRUHWKH%ULWLVKWRRN0DODEDUEHIRUHWKH'XWFK$VFHQGHQF\«,WFRXOGEHDUJXHGWKDW
it began long before Christianity arrived in a boat and seeped into Kerala like a tea from a 
teabag. That it really began in the days when the Love Laws were made. That laws that 
lay down who should be loved, and how. And how much. (32-3)  
The beginnings of stories of suffering and oppression lie long in the past and are multiple; the 
constant is the regulation of love and desire as central to operations of power. 5R\¶VThe God of 
Small Things inquires about truths and discourses, history and repercussions, institutions and 
power.  Roy asserts that there is more than one way of considering the way things fell apart, the 





FRQVWUXFWLRQVDVZHOODQGWKDWZHFDQQRWDYRLGSURGXFLQJWKHP´In Other Worlds, 340).  There 
is a sense that Roy produces her own truths, by articulating different views, attaching meaning to 
historical events and re-addressing common tropes in literature. Yet the epigraph of the text 
FRPHVIURP-RKQ%HUJHUVWDWLQJ³1HYHUDJDLQZLOODVLQJOHVWRU\EHWROGDVWKRXJKLW¶VWKHRQO\
RQH´7KLVFKRLFHRITXRWDWLRQLVE\QRPHDQVDUELWUDU\0XOWLSOHSHUVSHFWLYHVDQGPXOWLSOH
narratives are integral to the build-XSRIWKHWH[WWRLWVJRDORIGHIHDWLQJWKH³ELJ*RG´DQGWKH
ELJ³+LVWRU\´DVZHOODVRWKHUcentred WHUPV7KHUHLVDQDWWHPSWDWFRQVLGHULQJ³OLWWOHHYHQWV
RUGLQDU\WKLQJV´LQUHODWLRQWRWKHODUJHUGRPLQDQW+LVWRU\5R\%\FRQVLGHUing the smaller 
events, the smaller things, little events and little histories, smaller lives, private lives are set up 
DJDLQVWWKHSXEOLFVSKHUH7KLVLVWKHPDLQOLQHRIWKRXJKWLQ5R\¶VThe God of Small Things: an 
examination of all that is blurry and transgressive, all that society seeks to control and regulate, 
and a questioning of so-FDOOHGERXQGDULHVDQGERUGHUV³(GJHV%RUGHUV%RXQGDULHV%ULQNVDQG
Limits have appeared like a team of trolls on their separate horizons. Short creatures with long 
VKDGRZVSDWUROOLQJWKH%OXUU\(QG´,QThe God of Small Things, everything is questioned, 
contested, and challenged. New meanings are formed, new truths are offered, and a re-writing of 
madness in the postcolonial novel.  
 Madness in the postcolonial context, and madness as a common trope produced by 
FRORQLHVLVQRWDQHZDUHDWKDW5R\¶VWH[WFODLPVWRGLVFRYHU,QIDFWPDGQHVVLQWKHFRORQLHV
UHVRQDWHVZLWKVXFKFDQRQLFDOWRXFKVWRQHVDV-RVHSK&RQUDG¶VHeart of Darkness, as Kurtz 
eventually goes mad. The entire novel revolves around Kurtz's contact with the 'dark' and 
'grotesque' Africa, which has ultimately driven him to insanity, a state of being where there is no 
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return. At the end of the novel, Kurtz utters the infamous words: "The horror! The horror!" 
Those very words seem to diagnose the condition of the nation as well as the individual who 
FRPHVLQWRFRQWDFWZLWKWKH³RWKHU´6WHSKHQ&OLQJPDQ¶V³%H\RQGWKH/LPLW7KH6RFLDO
Relations of Madness in SouthHUQ$IULFDQ)LFWLRQ´SRVHVWKHTXHVWLRQRIPDGQHVVLQFRORQLDODQG
SRVWFRORQLDOZRUNVRIOLWHUDWXUH+HFODLPVWKDWWKHWKHPHRIPDGQHVVLVIRXQGLQ³WZRIRXQGLQJ
WH[WVRIWKHFRORQLDOHUD´ZKLFKDUHHeart of Darkness DQG(0)RUVWHU¶VA Passage to India 
(232).Clingman views this intersection of madness and the colonial experience as non-
FRLQFLGHQWDO³(YHQWKHQDUUDWLYHIUDPLQJRIWKHQRYHO>Heart of Darkness] mimes this sense of 
danger, as the text proceeds (analogically) to deeper and deeper levels and more interior modes, 
ZKHUHIDFWDQGIDQWDV\PLQJOHOLFHQWLRXVO\´He DVVHUWVWKDWWKH³WKHPHRIPDGQHVVGRHV
VHHPWREHFRQQHFWHGZLWKFRORQLDOKLVWRU\DQGLVUHYHDOHGDVVXFKLQILFWLRQ´5R\¶VWH[W
reveals the idea of madness and links its emergence to the larger picture, to the larger History. It 
is not as though there is a projected blaming of WKH:HVWVLPSO\IRU³FDXVLQJ´PDGQHVV7KHUH
DUHDPXOWLWXGHRIUHDVRQVDQGPHDQLQJVZKLFK5R\¶VWH[WUHLWHUDWHV&OLQJPDQLVZDU\RIRYHU-
simplifying the equation of racism and madness, careful not to state that racism/colonialism 
EUHHGVLQVDQLW\³5DFLVPOLNHPDGQHVVVKRXOGDOVREHVHHQDVDQeffect of the colonial or 
apartheid situation, and not simply as an all-HQFRPSDVVLQJFDXVH´+HQFHthe social 
relations and contact between coloniser/colonised helped foster relations of limits and 
GHOLPLWDWLRQVRI³WUDGLWLRQVRIPDVWHU\DQGFRQWURO,PSOLFLWO\DQGH[SOLFLWO\WKLVLQYROYHGWKH
setting up of boundaries...as well as inventing traditions of control, dialectical consistency meant 
that traditions of subordinationWRRQHHGHGWREHLQYHQWHG´Likewise, 5R\¶VGLVPDQWOLQJ
of binaries and continuous interrogation of these traditions of domination serve as ways of 






%XWSHUKDSV5R\¶VPRVWVLJQLILFDQWDWWHPSWDWUH-writing madness in a 
colonial/postcolonial context is her reemployment RIWKHYHU\LPDJHRI.XUW]DQG&RQUDG¶V
Heart of Darkness. Roy uses the image of Kurtz to suggest that colonialism affects both 
coloniser and colonised. The allusion is as follows:  
.DUL6DLSX¶VKRXVH7KH%ODFN6DKLE7KH(QJOLVKPDQZKRKDGµJRQHQDWLYH¶:KR
VSRNH0DOD\DODPDQGZRUHPXQGXV$\HPHQHP¶VRZQ.XUW]$\HPHQHPKLVSULYDWH
Heart of Darkness. He had shot himself through the head ten years ago, when his young 
ORYHU¶VSDUHQWVKDGWDNHQWKHER\DZD\IURPKLP7KHKRXVHKDGODLQHPSW\IRU\HDUV
Very few people had seen it. But the twins could picture it. The History House (51).  
.DUL6DLSX¶VKRXVHWKH+LVWRU\+RXVHUHSUHVents all the love laws, all the sanctions, all the rules 
and regulations, yet simultaneously, it represents transgression, madness, and most obviously, 
History. It represents one way of looking at things, one big History rather than small histories. It 
symEROL]HVKLVWRU\¶VGLVFRXUVHDQGSRZHU7KHLPSOHPHQWDWLRQRIWKHLPDJHRI.XUW]JRLQJ
³QDWLYH´LV\HWDQRWKHUZD\WKDW5R\XVHVDOUHDG\HVWDEOLVKHGDQGFRQVWUXFWHGLGHDVDQG
discourse, deconstructs those ideas, and critiques them from within that very same image. Kari 
Saipu is a transgressive figure who engages in a taboo relationship with a young boy ± but that is 
all the narrator reveals; there are no elaborations on the details of that relationship. By presenting 
the Englishman as a sort of sexual predator, Roy manages to interrogate the Western superior 
self-image, supposedly based on morality, while its Eastern other carries connotations of 
immorality, and unrestrained sexualities. There is also an envisaging of colonial sexual contact 
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and sexual relations, yet this time, it is the Kurtz/Kari figure whose colonization/penetration of 
$IULFD,QGLDLVUHLWHUDWHGLQ.DUL¶VKRPRVH[XDODQGSDHGRSKLOLFUHODWLRQZLWKWKHER\/RRPED
UHPLQGVXVWKDWLQFRORQLDOZULWLQJVDVZHOODVWUDYHOZULWLQJV³QRQ-Europeans, especially 
women, are repeatedly constructed as libidinally excessive, and sexually uncontrolled...Non-
European peoples were imagined as more easily given to same-VH[UHODWLRQVKLSV´$in 
contradiction to this assumption, Roy represents the figure of the European male as transgressive 
LQQDWXUHDQGKLVUHODWLRQVKLSZLWKWKHER\LVVHWXSWREHGLVWXUELQJ7KLVWLPHWKH³SULPLWLYH´LV
QRWHTXDWHGWR³EODFNQHVV´/RRPEDVWDWHV³:HVKRXOGQRWIRUJHWWKDWFRORQLDOVH[XDO
encounters, both heterosexual and homosexual, often exploited inequities of class, age, gender, 
UDFHDQGSRZHU´7KHER\¶VSDUHQWVWDNHKLPDZD\IURP.DULDQGWKLVHYHQWOHDGVWR.DUL¶V
suicide. There is a sense of re-claiming taking place, a feeling of being returned, taken away 
IURPFRORQLDOVH[XDOFRQWDFWDVWKHER\LV³VHQWWRVFKRRO´5R\:HDUHQRWLQIRUPHG
ZKHWKHUWKHER\KDGDQ\VD\LQWKHPDWWHUEXW.DUL¶VVXLFLGHLVDWUDJLFHYHQWZKLFKFRQWLQXHVWR
haunt Ayemenem. The coloniser is not really dead, is not really gone, and there is a lingering 
effect that the History House leaves behind, as colonialism has left its mark forever in history.  
Small histories Versus History 
 The God of Small Things is preoccupied with smaller lives against the backdrop of bigger 
lives, smaller histories in relation to the large, supposedly singular History. As such, family 
history is integral to the plot as well as upholding social hierarchies. It is Mammachi and Baby 
Kochamma who plot against Ammu, in order to cleanse their family honour from the great crime 
VKHKDVFRPPLWWHGKHUDIIDLUZLWKDQ8QWRXFKDEOH,WLV&KDFNR$PPX¶VEURWKHUZKRUHPLQGV
her that being a divorced woman means she is a burden that the family must carry. It is Pappachi, 
$PPX¶VIDWKHUZKRinstils terror in his household. In Imperial Leather, Anne McClintock 
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afterimage, reinvented within the new orders of the industrial bureaucracy, nationalism 
DQGFRORQLDOLVP«7KHIDPLO\RIIHUHGDQLQGLVSHQVDEOHILJXUHIRUVDQFWLRQLQJVRFial 
KLHUDUFK\«%HFDXVHWKHVXERUGLQDWLRQRIZRPDQWRPDQDQGFKLOGWRDGXOWZHUHGHHPHG
natural facts, other forms of social hierarchy could be depicted in familial terms to 
guarantee social difference as a category of nature (45). 
The structure and private politics of the family mirrored the larger public politics, Europe took 
RQWKHUROHRIWKH³IDWKHU´DQGDVDUHVXOWWKHFRORQLHVZHUHIHPLQL]HGPDGHLQIHULRU
VXERUGLQDWHVWREHHGXFDWHGDQGUHIRUPHG0F&OLQWRFNVWDWHV³7KHPHWDSKRULFGHSLFWLRQRI
social hierarchy as natural and familial thus depended on the prior naturalizing of the social 
VXERUGLQDWLRQRIZRPHQDQGFKLOGUHQ´,Q5R\¶VWH[WVRFLDOKLHUDUFKLHVDQGFDVWHV\VWHPV
are two forms of oppressive violence that are deployed mainly against the subaltern, minorities, 
DQGFKLOGUHQ5DKHODQG(VWKD¶VWUDXPDWLFFKLOGKRRGLVWKHUHVXOWRIPXOWLSOHV\VWHPVRI
oppression and both familial and institutional violence. In Dark Continents: Psychoanalysis and 
Colonialism, Ranjana Khanna notes that epistemic violence continues to haunt the colonised, the 
VXEDOWHUQDQGWKHUHUHPDLQVDOZD\VDQ³XQHDV\UHODWLRQVKLSWRWKHSDVWDVWKHUHLVDQDWWHPSWWR
DVVLPLODWHLWWRWKHSUHVHQWDQGWRWKHIXWXUH´5R\¶VFKDUDFWHUVPXVWQHJRWLDWHWKHLU
traumatic past with their present and future; sifting between time periods, the text attempts to 
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play out the tensions that arise from a constant haunting of the past. Khanna defines epistemic 
YLROHQFHDV³DNLQGRIWUDXPDOLQNHGWRPRXUQLQJEHFDXVHLWLVPDUNHGE\Dn entry that carries 
the subaltern forward, but leaves something behind that cannot be defined as consciousness as 
VXFK´ZKLOHDOVRFUHDWLQJ³SKDQWRPVWKDWKDXQWWKHVXEDOWHUQSHUKDSVPDGHXSRIH[FOXVLRQVWKDW




from colonialism, psychic and physical violence, and a traumatized past which becomes a 
phantom, always on the sidelines, always a shadow that continues to haunt, trouble, and 
UHJHQHUDWHSDLQ.KDQQDFRQVLGHUVWKHLGHDRIWKHSKDQWRP³:KDWLVDSKDQWRP":KDWLVD
secret? A phantom constitutes a transgenerationally transmitted signifier of repression. It 
originates in a trauma or a repressed secret that has not been introjected, but rather, has been 
incorporated ±VZDOORZHGZKROHUDWKHUWKDQSV\FKLFDOO\DVVLPLODWHG´,Q5R\¶VWH[WVWKH
FKDUDFWHUVVXIIHUIURPDIDLOXUH³SV\FKLFDOO\´WR³DVVLPLODWH´DQGZRUNWKURXJKWKHPXOWLSOH
traumas and phantoms that continue to threaten their sense of self, boundaries, and identities. 
Past traumas continue to play out in their memories, in their thoughts, in everyday details, and 
the colonial past is a larger lived experience which looms over the smaller details, the small 
things.  
Bildungsroman and Mother/Daughter Relationships  
Because the narrative is told from the point of view of a child, the text engages with the 
tradition of the Bildungsroman. The QRYHO¶VIRFXVis on the past and present, on Rahel and 
(VWKD¶VFKLOGKRRGDQGDGXOWKRRGThe characters are somewhat suspended between the past and 
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present, between being children and adults, between conflict and resolution, trauma and healing, 
bitterness and forgiveness. The novel is narrated in the third-person, rather than the usual first 
person narrative, a characteristic of the traditional genre. TKHFKLOGUHQ¶VVWUXJJOHIRUSHUVRQDO
reconciliation with their history and their past traumas is a necessary constituent of their spiritual 
awakening/healing. Mullaney, in $UXQGKDWL5R\¶V7KH*RGRI6PDOO7KLQJV, concludes that the 
WZLQV5DKHODQG(VWKDDUH³)UR]HQLQWKHSDVW5DKHODQG(VWKDKDYHQHYHUUHDOO\JURZQXS´
0XOODQH\¶VVWXG\DOVRFRQVLGHUVWKHVLJQLILFDQFHRI WKHFKLOGFKLOGUHQ¶VSRLQWRIYLHZLQ
light of the personal as well as socio-political tensions within the text:   
5R\FKRRVHVWRQDUUDWHKHUWDOHSDUWLDOO\WKURXJKWKHFKLOG¶VH\HSRLQWRIYLHZZKLFK
allows her to tell her story from both sides of the divide ±from inside and outside the 
dominant matrix, through an examination of the ways in which the child receives, molds 
and is molded by the values, beliefs, ways of doing and being handed down by the adults 
in their world (26).  
 Most useful for this chapter is Stella %RODNL¶V Unsettling the Bildungsroman  and her 
discussion of the topos of the mother-daughter relationship and its manifestations in postcolonial 
fiction and coming-of-age narratives. Bolaki examines common tropes in the female 
Bildungsroman of contemporary ethnic American female writers. Bolaki refers to Jamaica 
.LQFDLG¶VAt the Bottom of the River and Lucy. Both texts, she proposes, are concerned with a 
female sense of agency and identity-IRUPDWLRQ³FRQMXUHGE\GLIIHUHQWIRUPV of mobility and 
DJHQF\´7KHUHODWLRQVKLSEHWZHHQPRWKHU-daughter, pitting daughter against mother, is not 
SXUHO\DSHUVRQDOFRQIOLFWEXWDV%RODNLSXWVLWLW³FDQQRWEHGHWDFKHGIURPWKHKLVWRU\RI%ULWLVK




colonial/postcolonial relations between the mother land, India, and the imposition of supposed 
adulthood, a postcolonial/neocolonial state of being. The focus on achieving and forming a sense 
of identity that is separate from the mother, yet simultaneously tied to the past, to the mother, is 
one of the recurring themes in The God of Small Things. For Bolaki, however, the repetition of 
trauma and the resurfacing of traumatic memories in the present, the interplay between past and 
SUHVHQWWKHODFNRIWUDGLWLRQDO³SURJUHVV´RU³FORVXUH´LVQRW³SDWKRORJLFDODQGFRXQWHU-
SURGXFWLYH´7KHUH-enactment of trauma and traumatic memories, the reappearance of the 
SDVWFDQEHSURGXFWLYHDQGLVLQIDFWDIRUPRIUHVLVWDQFHWR³GRPLQDQWLGHRORJLHVRI$PHULFDQ
Bildung´5R\¶VThe God of Small Things attempts to resist all traditions, rules, and 
³GRPLQDQWLGHRORJLHV´DVLWUHZULWHVrigid categories and definitions, anything and everything 
that is socially constructed.  
 The motherland, India, and the mother figure, Ammu, are always at war with the Law of 
the Father and colonial/patriarchal rule. Since Rahel and Estha are raised primarily by their 
mother, Ammu, they do not have a father figure in their lives ± the closest is their Uncle, 
Chacko, who prefers his own daughter, Sophie Mol, the offspring of his marriage to the British 
Margaret Kochamma. The mother figure, Ammu, is their sense of home, security, safety, and the 
familiar. Ammu as the mother figure is symbolic of the motherland, the untainted land before 
colonization, before any Father figure entered the picture to control and implement laws. 
McClintock suggests that the colonised land has always been associated with the female body, 
WKHYLUJLQODQG³6\PEROLFDOO\UHGXFHGLQPDOHH\HVWRWKHVSDFHRQZKLFKPDOHFRQWHVWVDUH





VRFLHW\¶VUHMHFWLRQRIKHUDQGKHUSRZHUOHVVQHVVZLWKLQDPDOH-dominated, patriarchal society, 
leaves her in a constant struggle, and this obviously affects Rahel and Estha. If, symbolically, she 
is the motherland, then Chacko (the closest the twins have to a father figure) represents power, 
colonization and neocolonization, and most significantly, public politics and discourse. Ammu 




descriptions of children of the motherland, children of India, who are not following the Law of 
the Father, are not regulated and controlled by colonial/Western definitions of civility and 




WKDWLIZKHQWKH\³GLVREH\´KHULQ³3XEOLFeverybody gets tKHZURQJLPSUHVVLRQ´Ammu 
places great emphasis on how her children behave in public. They do not need a father figure, 
they do not need the Law of the Father, the law of the coloniser, and the laws of institutions. The 







Chacko, like the British coloniser, the imperialist, the middle-mDQ³SRVHV´as the Saviour, as 
Ammu so aptly describes it.  
 5DKHO¶VUHODWLRQVKLSZLWKKHUPRWKHULVDPELYDOHQWLWLVQRWVLPSO\DORYLQJRQHWKHUHDUH
multiple tensions between them, and there is a sense of merging with the mother too. This 
happens when 5DKHODQG(VWKDDUHDGXOWVDQGUHWXUQWRWKHLUIDPLO\KRPH³*HQWOHKDOI-moons 
have gathered under their eyes and they are as old as Ammu was when she died. Thirty-one. Not 





attention, and at the same time, the relationship is fraught with tensions: ³VRPHWLPHVVKHZDVWKH
most beautiful woman that EVWKDDQG5DKHOKDGHYHUVHHQ$QGVRPHWLPHVVKHZDVQ¶W´$W
times, Ammu is especially strict and stern with Rahel, because Rahel, like her mother, and with 
the naivety of a child, speaks her mind too often, without censoring her thoughts. Two examples 
IURPWKHWH[WDUHPRVWDSWLQFODULI\LQJWKLVDUJXPHQW7KHILUVWWDNHVSODFHDW3DSSDFKL¶VIXQHUDO
5DKHO¶VJUDQGIDWKHU$PPX¶VIDWKHUDQGEHFDXVHWKHIXQHUDOLVDQHZH[SHULHQFHIRU5DKHO
VKHDVNVKHUJUDQGPRWKHUZKHWKHU³DIWHU0DPPDFKLGLHGVKHFRXld inherit the pipette. Ammu 
WRRNKHURXWRIWKHURRPDQGVPDFNHGKHU´$PPXUHSULPDQGVKHUGDXJKWHUEXWLVDOVRYHU\
ZRXQGHGE\5DKHO¶VLQVHQVLWLYLW\ZKHQVKHVXJJHVWVWKDWKHUPRWKHUPDUU\WKH2UDQJHGULQN
Lemondrink man at the cinema, who molests Estha. Of course both Ammu and Rahel are 
unaware of what had happened to Estha, and Rahel suggests that, since the man is, according to 
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$PPXD³VZHHWFKDS´, then she should marry him (106). The following passage conveys the 
tension between them:  












ORYHGKHU´8QVXUSULVLQJO\LWis mostly Rahel who is told to behave; she is the one who 
spots Velutha marching with the Marxist Labour Union, and screams his name. Ammu, afraid 
IRU9HOXWKDWHOOVKHUGDXJKWHUWR³VKXWXS´DQG5DKHOQRWLFHVWKDW³$PPXKDGDILOPRI
perspiration on her fRUHKHDGDQGXSSHUOLSDQGWKDWKHUH\HVKDGEHFRPHKDUGOLNHPDUEOHV´
(69). Both mother and daughter struggle to understand the other, despite their infinite love for 
each other.  
The mother figure is almost always, unquestionably, linked to the motherlaQG%RODNL¶V
Unsettling the Bildungsroman considers the mother figure in Caribbean literature, but I find her 
arguments relevant for colonial India too. She identifies the positioning of the mother as linked 
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to the land in two disparate DVSHFWV³WKH mother figure is conflated with the land and becomes 







when Rahel or Estha transgresses the boundaries of acceptable social conduct, for instance upon 
the arrival of their cousin, Sophie Mol (the daughter of Chacko and his English ex-wife, 
Margaret Kochamma) to India, they both embarrassed Ammu with their lack of social etiquette. 





rules and expectations, but at the same time, she sets the stage for transgressions; it is her wild 
and rebellious nature against the public sphere, which in turn gets passed down to Rahel. Bolaki 
VWDWHVWKDWWKLV³GRXEOHRUVLPXOWDQHRXVPRYHPHQW´LVDSSDUHQWLQRQHRIWKHVWRULHVLQ.LQFDLG¶V
At the Bottom of the River³*LUO´,QWKDWVKRUWVWRU\%RODNLWHOOVXV³WKHPRWKHUinstils 
patriarchal and colonial values in her daughter, thus identifying with the coloniserV«EXWDOVR
VKRZVKHUZD\VRISHUIRUPLQJWUDQVJUHVVLRQV´,QWKHVDPHYHLQ5R\¶V$PPXXQNQRZLQJO\
³VKRZV´5DKHODQG(VWKD³ZD\VRISHUIRUPLQJWUDQVJUHVVLRQV´ Like her mother, Rahel ends 
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up divorced and as such, an outsider in society, even more disavowed than when she had been a 
child, a hybrid (Hindu and Syrian Christian), and belonging to a family of Anglophiles. As the 
narrative progresses, the personal and public transgressions multiply; the twins grow up as 
hybridized, traumatized, and disavowed ± QRWWRPHQWLRQ(VWKD¶VGHVFHQWLQWRPDGQHVVWKH
SULQFLSDOLVVXHWRZKLFK,VKDOOUHWXUQVKRUWO\ZKHQ,UHDG(VWKDDV5DKHO¶VGRXEOH 
 Rahel and Ammu have a very intense relationship. The mother-daughter dyad is 
especially complex in postcolonial narratives. Victoria Burrows, in Whiteness and Trauma, 
discusses the mother-daughter relationship in the work of Jean Rhys, Jamaica Kincaid and Toni 
Morrison. Most useful for this chapter, however, is her identification and labelling of the mother-
GDXJKWHUUHODWLRQVKLSDV³DQHVVHQWLDOO\DPELYDOHQWDOOLDQFH´%XUURZVLVLQWHUHVWHGLQ
HPRWLRQDOWLHVLQNQRWV³.QRWVELQGRQHWRRQH¶VKLVWRU\±LQGLYLGXDODQGFROOHFWLYH´). Knots 
QHHG³unravelling´DQG³analysing historical, socio-cultural and maternal genealogies that shape 
IHPDOHVXEMHFWLYLW\´%XUURZVDVVHrts that mother-daughter relationships are ³RIWHQLQIXVHG
not just with love, joy and sharing of identities, but also aggression, ambivalence and even 
KDWH«,QGHHGLWFDQEHDUJXHGWKDWWKHPRWKHU-daughter dynamic is the most ambivalent of all 
woman-to-ZRPDQUHODWLRQVKLSV´5DKHO¶VLPPHQVHORYHDQGDGRUDWLRQRIKHUPRWKHU are 
transformed into a bitter anger. ThiVKDSSHQVDIWHU9HOXWKD¶VPXUGHUDQG$PPX¶VVSLUDO
downwards into emotional, mental, and physical instability. Ammu becomes detached from 
reality, from any sense of belonging to family, and her sadness leaves her unable to cope with 
life. As she resorts tRGULQNLQJ0DPPDFKL5DKHO¶VJUDQGPRWKHUDVNVKHUWR³YLVLW5DKHODV
VHOGRPDVSRVVLEOH´5R\5DKHOLVXQDEOHWRGHDOZLWKKHUIHHOLQJVRIDQJHUELWWHUQHVVDQG
PRVWLPSRUWDQWO\DFKLOG¶VSDLQDQGORQHOLQHVVDIWHUWKHORVVRI(VWKDZKRKDGEHHQsent away to 




narratives mostly deal with tensions between the colonised and WKH³PRWKHUODQG´WKHUHLVDOVRDQ
always never-ending struggle to remain at home, psychologically and emotionally, but at the 
VDPHWLPHDVHQVHRIGHSDUWXUHIURPWKH³PRWKHUODQG´PXVWKDSSHQDVDVVLPLODWLRQHQWHUVWKH
picture and the colonised people try to accommodate the new rule; the new colonised land. 
Assimilation madness emerges as a result of the multiple tensions between past and present, and 
DVHSDUDWLRQIURPWKH³PRWKHUODQG´$V%XUURZDSWO\SXWVLW³,QWKHFRQWH[WRISRVWFRORQLDO
theory, fictionalized mother-daughter relationships also provide an important space for a critical 
re-reading of the familiar colonial trope of the family and its tensions allegorized as the nation, 
and imperial powers as mothers of their colonised FKLOGUHQ´7KH,SHIDPLO\LQThe God of 
Small Things is especially significant in its position as an assimilated family. As Chacko puts it, 
³WKH\ZHUHDIDPLO\RI$QJORSKLOHV3RLQWHGLQWKHZURQJGLUHction, trapped outside their own 
KLVWRU\DQGXQDEOHWRUHWUDFHWKHLUVWHSVEHFDXVHWKHLUIRRWSULQWVKDGEHHQVZHSWDZD\´5R\
7KH\DUHFRQVWDQWO\DWZDUZLWKWKHLULGHQWLWLHVKLVWRULHVDQGWKH³PRWKHUODQG´ Mother-
daughter relationships in The God of Small Things span more than one generation; and there is 
tension amongst them all, an always in-between area, mediating on negotiating a sense of self 
DZD\IURPWKHPRWKHUWKH³PRWKHUODQG´DQGWKHQHZFRORQLDODQGQHRFRORQLDOUXOHV 
There are certain expectations of motherhood and what it means to be a mother in a 
society which also undermines women and places them as inferior to men (black men and white 
men).Both Western and Eastern critics have explored these unbearable expectations. Jane 






out of masculine careers, to assert her incapacity in all fields of effort, and then to entrust her the 
most delicate and the most serious underWDNLQJRIDOOWKHPRXOGLQJRIDKXPDQEHLQJ´'H
%HDXYRLU¶VDUJXPHQWFRQFHUQV:HVWHUQLGHRORJLHVDQGWKHZD\SDWULDUFK\DWWHPSWHGWRSODFH
women in conflicting positions of subjectivity, power and powerlessness. In a similar vein, 
$PLQD0DPD¶V³6KHURHVDQG9LOODLQV´DUJXHVDJDLQVWWKLVEXUGHQSODFHGRQ$IULFDQZRPHQ
who must internalize both Western and Eastern ideologies of what it means to be a woman and a 
mother. Mama argues:  
Postcolonial national ideologies continue to call upon women to play a circumscribed 
UROHWKLVWLPHDV0RWKHUVRIWKH1DWLRQ«WKHPDVVµSURPRWLRQ¶RIZRPHQWRPHUHZLYHV
and mothers, in an economic climate that compels women to engage in all forms of work 
RXWVLGHWKHKRPHDQGRIWHQWRHQWLUHKRXVHKROGV«,QDGGLWLRQWRWKHSXblic victimization 
of women by postcolonial regimes, there is also a high tolerance of domestic violence 
(261).  
Similarly to Beauvoir, Mama problematizes this hypocritical and burdening positionality of 
ZRPHQDSRVLWLRQWKDWUHQGHUVWKHPERWKSRZHUIXODQGSRZHUOHVVDVµPRWKHUVRIWKHQDWLRQ¶DQG
yet leaves them as victims of oppressive regimes. Ammu suffers from this double-positioning of 
women and is left with conflicting expectations of motherhood and womanhood. 5R\¶VWH[W
H[HPSOLILHVWKLV³XPL[DEOHPL[´LQ$PPX¶VFKDUDFWHUL]DWLRQDVERWKPRWKHUDQGZRPDQPRWKHU
and rebel, subject and object, active agent and passive. Because Ammu is a mother, she is 





exasperated her and sometimes made her want to hurt them ± MXVWDVDQHGXFDWLRQDSURWHFWLRQ´
(42). Ammu is constantly dealing with the repercussions of her decision to marry and divorce a 




must return home with two twins and the burden of a label of a divorced woman. 
$PPX¶Vµ0DGQHVV¶ 
 $PPXKDYLQJQR³/RFXVWV6WDQG,´RUQROHJDOVWDQGLQJDVDZRPDQVXIIHUVWKH
consequences of her divorce and her affair/relationship with Velutha. She is labelled as mad and 
dangerous, and unfit to be a mother to her twins. Choosing to enter into a transgressive 
relationship with the Untouchable, rather than the white man (although she previously had the 
chance to), positions her at a disadvantage, to say the least. She becomes dehumanized and 
expelled from her family home and from society. Both the private and the public spheres reject 
her, attempt to discipline her, and ultimately, triumph over her, culminating in her death. Most 
LPSRUWDQWO\LWLV$PPX¶VIDPLO\WKDWVKXQVKHUILUVWEHIRUHVRFLHW\GRHV,Q³&ODVV*HQGHUDQG
)DPLO\6\VWHP7KH&DVHRI*HRUJH6DQG´:HQG\'HXWHOEDXPDQG&\QWKLD+XIIH[DPLQHWKH
family structure and its effect on the individual, VSHFLILFDOO\ZRPHQ7KH\FRQVLGHUWKH³FXOWXUDO
creation woman´DQGWKHFRQILQLQJRIZRPHQLQGRPHVWLFDQGSULYDWHVSKHUHV³WRWKHLUUROHVDV
reproducers and domestic labourers and effectively excluding them from any more active 
SDUWLFLSDWLRQLQVRFLHW\´'HXWHOEDXPDQG+XIIDUHLQWHUHVWHGLQ³KRZWKHIDPLO\LWVHOIDFWV
RXWWKHVH[XDOHFRQRPLFDQGSROLWLFDOFRQIOLFWVSDWULDUFKDOVRFLHW\DVDZKROHUHIXVHVWRUHVROYH´




place within both the private and public domain. Gillian Rose, in ³:RPHQDQG(YHU\GD\
6SDFHV´WHOOVXVWKDWZRPHQ¶VQHJRWLDWLRQRIVSDFHDQGWKHLUERGLHVLVSUREOHPDWLFQDPHO\
³HYHU\GD\VSDFHLVQRWRQO\VHOI-evidently innocent, but also bound into various and diverse 
social and psychic dynamics of subjectivity and poZHU´%RGLHVPXVWEHQHJRWLDWHGLQERWK
private and public space; identities are contested and re-contested in different dichotomies of 
power. Ammu falls in-between the generations of Baby Kochamma, Mammachi, and her 
daughter Rahel. It is Ammu who most UHEHOVDJDLQVWKHUIDPLO\¶VULJLGUXOHVDQGKLHUDUFKLFDO
injustices, and simultaneously defies the public sphere, public institutions such as the police and 
the church, which govern and threaten to discipline those who transgress any social or religious 
boundaries.  As a child, Ammu watches her abusive father constantly tyrannize over Mammachi 
and herself. She grows up very aware of the patriarchal oppression that exists both within the 
family institution and outside within the public domain. As such, her affair with Velutha may be 
read as a political statement, a revolutionary act that threatens the private and the public, the 
personal and the political, despite its subtlety and quietness.  
Marriage further proves the inescapability of patriarchy; it is everywhere. $PPX¶V first 
rebellious act is in her choice of a husband. Ammu marries a Bengali (Estha and Rahel's father), 
transgressing the rules of nationality and class, and later divorces him. She becomes ostracized 
for having first, married a Bengali, and second, for being a divorcee with two children. The 
narrator sets up a description of Ammu as transgressive:  
6KHVPRNHGFLJDUHWWHV«:KDWZDVLWWKDWJDYH$PPXWKLV8QVDIH(GJH"7KLVDLURI
unpredictability? It was that she had battling inside her. An unmixable mix. The infinite 
tenderness of motherhood and the reckless rage of a suicide bomber. It was this that grew 
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inside her, and eventually led her to love by night the man her children loved by day (43-
4).    
Ammu must reconcile two very disparate forces within her and find equilibrium for herself that 
does not rob her of her identity as AmmuUDWKHUWKDQVLPSO\WKHWZLQV¶mother. Being a divorced 




face the way that the public domain scorns her and her choices, and by extension, her private life, 
her family life, and her identity are all affected. Not only is her identity as a divorced woman 
considered immoral and less than other wRPHQVKHLVD³ZUHWFKHG0DQ-OHVVZRPDQ´EXWDOVR
VKHLVDPRWKHURIWZRXQIRUWXQDWHFKLOGUHQIURPDQ³LQWHUFRPPXQLW\ORYHPDUULDJH´
$PPX¶VFKRLFHVDUHGDQJHURXVDQGZKDWVKHGRHVZLWKKHUZHGGLQJULQJLVTXLWHV\PEROLF7KH
narrator informs us thDWDIWHUKHUGLYRUFH$PPX³KDGKHUZHGGLQJULQJPHOWHGGRZQDQGPDGH
LQWRDWKLQEDQJOHZLWKVQDNHKHDGVWKDWVKHSXWDZD\IRU5DKHO´7KHULQJZKLFKYHU\
clearly symbolizes patriarchy and traditions, is something that Ammu passes down to her 
daughter. The ring is trDQVIRUPHGLQWR³VQDNHKHDGV´DV\PEROIRUtransgression and a new 
WUDGLWLRQRIGHILDQFHZKLFKODWHUPDQLIHVWVLWVHOILQ5DKHO¶VRZQLQWHUUDFLDOPDUULDJHDQGKHU
incestuous relationship/night with Estha. Marriage no longer becomes a tradition of oppression, 
but rather a new tradition of defiance is implemented; the ring is no longer the symbol of 
patriarchal and domestic oppression, but rather, it is made into a ring of defiance and power. 





though they belonged to somHRQHHOVH6RPHRQHZDWFKLQJ´7KHLGHDRIPDGQHVV
OXUNLQJLVHYLGHQWLQ$PPX¶VDQWLFLSDWLRQRIZKDWSHRSOHZRXOGVD\DERXWKHU³7KHUHZDV
$PPX«0DUULHGD%HQJDOL:HQWTXLWHPDG'LHG<RXQJ,QDFKHDSORGJHVRPHZKHUH´
$PPX¶VSUHGLFWLRQVDUe accurate, for both during her life and after her death, she is considered 
bad, mad, and dangerous, unfathomable to everyone else.  
Everyone was a little wary of her. They sensed somehow that she lived in the penumbral 
shadows between two worlds, just beyond the grasp of their power. That a woman they 
KDGDOUHDG\GDPQHGQRZKDGWLPHOHIWWRORVHDQGFRXOGWKHUHIRUHEHGDQJHURXV«SHRSOH
avoided her, made little loops around her, because everybody agreed that it was best to 
just Let Her Be (44). 
Given that VKHLVDOUHDG\³GDPQHG´DQGGDQJHURXV$PPXLVDOUHDG\RQWKHPDUJLQVDOUHDG\
excluded from society, yet at the same time; her affair with Velutha threatens society as a whole. 
/LNH&DWKHULQH¶VUHODWLRQVKLSZLWK+HDWKFOLIILQWuthering Heights$PPX¶VFKRice to be with 
9HOXWKDLVWUDQVJUHVVLYH+RZHYHUUDWKHUWKDQWKUHDWHQRQO\WKHSULYDWHVSKHUH$PPX¶VDIIDLU
with Velutha shakes the public sphere and institutional violence enters the picture to reprimand 
her and anyone else who dares to transgress.  Ammu is faced with public, institutional violence 
at the police station. The policeman, the Station House Officer, physically and verbally harasses 
$PPX³+HVDLGWKDWWKHSROLFH«GLGQ¶WWDNHVWDWHPHQWVIURPYHVK\DVRUWKHLULOOHJLWLPDWH
children. Ammu said sKH¶GVHHDERXWWKDW«7KHQKHWDSSHGKHUEUHDVWVZLWKKLs baton. Gently. 
7DSWDS´LRXLV$OWKXVVHU¶V³,GHRORJ\DQG,GHRORJLFDO6WDWH$SSDUDWXVHV´ is relevant to this 




State Apparatus contains: the Government, the Administration, the Army, the Police, the 
&RXUWV«5HSUHVVLYHVXJJHVWVWKDWWKH6WDWH$SSDUDWXVLQTXHVWLRQµIXQFWLRns by 
YLROHQFH¶«WKH5HSUHVVLYH6WDWH$SSDUDWXVEHORQJVHQWLUHO\WRWKHpublic domain, much 
the larger part of the Ideological State Apparatuses (in their apparent dispersion) are part, 
on the contrary, of the private domain. Churches, Parties, Trade Unions, families, some 
VFKRROV«HWFHWFDUHprivate (1489).  
7KHSROLFHUHSUHVHQWWKH5HSUHVVLYH6WDWH$SSDUDWXVDQGWKH,QVSHFWRU³NQHZH[DFWO\ZKDWKH
ZDVGRLQJ«WRKXPLOLDWHDQGWHUURUL]HKHU>$PPX@$QDWWHPSWWRinstil order into a world gone 
ZURQJ´7KHSROLFHDUHDOVRWKHRQHVZKREUXWDOO\PXUGHU9HOXWKDEXWQRWEHIRUH
SK\VLFDOO\WRUWXULQJKLP³+LVVNXOOZDVIUDFWXUHGLQWKUHHSODFHV«+HKDGJRRVHEXPSVZKHUH
WKHKDQGFXIIVWRXFKHGKLVVNLQ´9HOXWKDKDYLQg dared to transgress public institutional 
law, specifically the caste system, is punished and abandoned by everyone in positions of power. 
7KHSROLFH¶VLQVWLWXWLRQDODQGSK\VLFDOYLROHQFHWRZDUGV9HOXWKDLVH[HPSOLILHGLQWKHZD\E\
which he is referred to just as DQREMHFWWREHGDPDJHGKLVEDWWHUHGERG\LV³WKHLUZRUN7KHLU
Work, abandoned by God and History, by Marx, by Man, by Woman and (in the hours to come) 
E\&KLOGUHQOD\IROGHGRQWKHIORRU´1RERG\FRPHVWR9HOXWKD¶VDLGDQGHYHQWKRVHZho 
supposedly have very little power abandon him. Both the big things and the small things do not 
KHOSKLVFDVHDJDLQVWWKH%LJ*RGWKH5HSUHVVLYH6WDWHDQGVRFLHW\¶VILUPGLFKRWRPLHVRISRZHU
relations. Velutha is unable to defend himself or Ammu, and he is killed by the Big God, the 
institutional forces.  
Both Ammu and Velutha are viewed as deviant, insolent, and even mad in their actions 
(like Catherine and Heathcliff). In Ammu's case, as a woman, she suffers from patriarchal 
oppression and we are told that "she developed a lofty sense of injustice and the mulish, reckless 
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streak that develops into Someone Small who has been bullied all their lives by Someone Big" 
(172-73). Pappachi violently abused Mammachi and Ammu, which as a result instilled fear and 
rage within Ammu. This "Someone Small" symbolizes the private domestic sphere and its battle 
with "Someone Big", the public politics.Similarly to Velutha, Ammu is punished and rejected for 
daring to rebel against both the public and the private domain. First, her family punishes her by 
IRUFLQJKHUWRVHQG(VWKDDZD\WRKLVIDWKHUDQGVHFRQGVKHLVIRUFHGWR³SDFNKHUEDJVDQG
leave. Because she had no Locusts Stand I. Because Chacko said she had destroyed enough 
DOUHDG\´8SRQOHDYLQJKRPH$PPXEHFRPHVYHU\LOO³VLFN6DG´3K\VLFDOO\KHU
body mirrors her inner state, her emotional and mental well-being. Not only is she considered 
³:LOG´EXWDOVRKHUERG\FKDQJHVEHFRPLQJWKDWRIDQDLOLQJSHUVRQ³VZROOHQZLWKFRUWLVRQH
PRRQIDFHG«HDFKbreath she took was like a war won against the steely fist that was trying to 
VTXHH]HWKHDLUIURPKHUOXQJV´$PPXLVDEMHFWHGIURPVRFLHW\IURPIDPLO\DQGOLNH
Catherine, her sudden illness eventually kills her. The church refuses to bury Ammu, ³RQVHYHUDO
FRXQWV6R&KDFNRKLUHGDYDQWRWUDQVSRUWWKHERG\WRWKHHOHFWULFFUHPDWRU\«7KHZKROHRIKHU
FUDPPHGLQWRDOLWWOHFOD\SRW5HFHLSW1R4´-55). Even after her death, she is still 
punished by the State, by family, and therefore, even the memory of her is abjected, always 
carried around with Rahel, always haunting her.  
 $PPXLVDOZD\VWKHDEMHFWWKHPDUJLQDOL]HGDQGKHUERG\DOVRVXIIHUV$PPX¶V
HPRWLRQDODQGPHQWDOWUDXPDRIKDYLQJ³NLOOHG´9HOXWKDPDQLIHVWVLWVHOIRQWRKHUERG\, leaving 
her ill, estranged, and even more ostracized and excluded from society (10). In Critical 
&RQGLWLRQV,OOQHVVDQG'LVDELOLW\LQ)UDQFRSKRQH$IULFDQDQG&DULEEHDQ:RPHQ¶V:ULWLQJ
Julie Ngue argues that in the postcolonial context, illness and disability are themes that are 




DEMHFWLRQ´%HFDXVHWKHVH female subjects are positioned at the margins of society, they are 
constantly abjected, and their bodies, in turn, also become abjected and rejected from the binary 
of able/disabled. Ngue does not focus only on disabled subjects/bodies, but rather, she examines 
SURWDJRQLVWVZKRVXIIHUIURPZKDWVKHWHUPV³FULWLFDOFRQGLWLRQV´1JXHVWDWHVWKDW³DIIHFW
and psychic pain manifest themselves in the soma, on the skin, and deep within the muscles that 
WUHPEOHDQGVKDNH«6XFKDQLQWHUSOD\DQGinextricability of psyche and soma ultimately allows 
IRUDQHZFRQFHSWLRQRIGLVDELOLW\RUDV,WHUPLWDVWDWHRI³FULWLFDOFRQGLWLRQ´LQSRVWFRORQLDO
FRQWH[WV´$VVXFKZKDWKDSSHQVWR$PPXWKHSRVWFRORQLDOIHPDOHVXEMHFWLVDWUDXPDD
trauma that results in illness, and ultimately, death. Ammu dies at thirty-RQH³QRWROGQRW\RXQJ
but a viable, die-DEOHDJH´5R\ 
Public politics and the Repressive State apparatus, the caste system, patriarchy, are all 
factors that combine together to mark her body as DEMHFWDQGODEHOKHUDVDµPDG¶DQGGDQJHURXV
ZRPDQ$PPX¶VGHDWKOLNH9HOXWKD¶VLVXQDFknowledged by the public domain: ³WKHVZHHSHU
IRXQGKHULQWKHPRUQLQJ´DORQHDQGWUDJLFDOO\DEMHFWHGH[SHOOHGIURPOLIHLWVHOI7KHQLJKWRI
$PPX¶VGHDWKLVHVSHFLDOO\VLJQLILFDQWDVZHDUHWROGWKDWVKH³KDGZRNHQXSDWQLJKWWRHVFDSH
from a familiar, recurrent dream in which policemen approached her with snickering scissors, 
ZDQWLQJWRFXWRIIKHUKDLU´7KHWUDXPDRI9HOXWKD¶VGHDWKDQGher public humiliation,  the 
verbal, emotional, and physical harassment she endures remain embedded in her memory and 
embodied in her ailing, suffering body. Ngue argues that the disabled or ill body threatens the 
boundaries of normativity and public space, and what comHVRXWRIWKHERG\³LVQHFHVVDULO\
VKDPHIXO´LQWHUPVRIERGLO\ZDVWH7KHVH³QRWLRQVRIZDVWH«FKDOOHQJHSUREOHPDWLF
binaries of order/disorder, purity/impurity, sacred/blasphemous, and finally, mental 
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no longer welcomed anywhere, she still retains her initial rebellious characteristics, and her 
desire never to be subjugated to colonial and patriarchal rules.  
 $PPXDQG9HOXWKD¶VDIIDLULVQRWVLPSO\DORYHDIIDLUZULWWHQWRSOHDVHWKHDXGLHQFH
Brinda Bose discusses this inextricability of their private affair from public politics in her article 
³,Q'HVLUHDQG'HDWK(URWLFLVPDV3ROLWLFVLQ$UXQGKDWL5R\¶VThe God of Small Things´,QWKH
most intimate acts of love, crossing the boundaries of caste, namely, forbidden love, opens 
possibilities of rebellion and transgression that threaten the public space and public politics. Such 
small acts, by small gods, threaten the big God, the law of the Father, social norms and 
regulations, and the postcolonial 6WDWH$SSDUDWXV$PPX¶VDIIDLUZLWK9HOXWKDLVneither 
coincidental nor arbitrary; she makes a conscious choice, and it is that choice which ultimately 
ostracizes her and kills her. Her action is not purely a personal one, it is political in its most 
intimate details, for she manages to initiate an affair with the Untouchable, thereby shattering the 






read as more of a political agent than Ammu is. Yet Bose urges us to reconsider the similarities 
between the two characters. Ammu and Velutha share the same rage, although different in 
circumstances and obvious class differences. Ammu, like Velutha, is abjected from society, 
DOZD\VRQWKHPDUJLQVDOZD\VRVWUDFL]HGIURZQHGXSRQDQGGLVPLVVHGDVHLWKHU³PDG´RU
GDQJHURXV$PPX³DWWHPSWVDVXEYHUVLRQRf caste/class rules as well as the male tendency to 
GRPLQDWHE\EHLQJQHFHVVDULO\WKHLQLWLDWRURIWKHVH[XDODFW´$PPXVXEYHUWVWKH
male/female dichotomy, the Master/slave dichotomy is blurred, and transgression paves the way 
for desire. Desire lends a political and social voice to both characters, and a sense of sexual 
agency arises to fulfil ERWK$PPXDQG9HOXWKD¶VVKDUHGSROLWLFDOYLVLRQV%RVHVXJJHVWVWKDWWR
UHDG5R\¶VQRYHO³politically one may need to accept that there are certain kinds of politics that 
have more to do with interpersonal relations than with grand revolutions, that the most personal 
GLOHPPDVFDQDOVREHFRPHSXEOLFFDXVHVWKDWHURWLFVFDQDOVREHDSROLWLFV´+RZHYHU





invisible to both the private and public sphere. Yet both actions are transgressive, and both 




Abjection, Transgression and Trauma 
5DKHODQG(VWKD¶VUHODWLRQVKLSDVWZLQVFDQEHUHDGOLWHUDOO\RUPHWRQ\PLFDOO\,WLV\HW
another dichotomy of myself/the other, male/female, that is blurred and unclear. Estha is only 
³ROGHUE\HLJKWHHQPLQXWHV´5R\¶VFKRLFHRIFUHDWLQJFKDUDFWHUVZKRDUHWZLQVDER\DQGD




both male and female, both subjective experiences combined to form one identity, necessarily 
FRQVWLWXWHVDGRXEOHWUDXPD(VWKD¶VWUDXPDWLFH[SHULHQFHRIPROHVWDWLRQDIIHFWV5DKHOWRR³6KH
UHPHPEHUVIRULQVWDQFHWKRXJKVKHKDGQ¶WEHHQWKHUHwhat the Orangedrink Lemondrink Man 
GLGWR(VWKD´5HDGing them DVRQHFKDUDFWHUDQGSDUWLFXODUO\UHDGLQJ(VWKDDV5DKHO¶V
GRXEOHIXUWKHUVWUHVVHVWKHWKHPHRIPDGQHVVLQ5R\¶VWH[W(VWKDDQG5DKHODUHERWK
traumatized by the events of their childhoRG9HOXWKD¶VGHDWKWKHLUFRXVLQ6RSKLH0RO¶VGHDWK
and their eventual separation from each other and Ammu. Both twins grow up severely scarred 
DQGWUDXPDWL]HGHDFKFRQVLGHUHGµPDG¶LQWKHLURZQZD\+RZHYHULWLV(VWKDZKRLVSK\VLFDOO\
molested and grows up to be obsessively clean, and walks around silently, never speaking to 








throughout the text, particularly as the manifestation of trauma. Estha retreats into silence and 
madness, and Rahel shares his traumas, but is not labelled DVµPDG¶DVKHUEURWKHU(VWKD¶V
silence places him on the margins, constantly ostracized and excluded from public society. He 
retreats into a more feminine space; we are informed by the narrator that Estha chose to do the 
KRXVHZRUNDWKRPHUDWKHUWKDQJRWRFROOHJH³PXFKWRWKHLQLWLDOHPEDUUDVVPHQWRIKLVIDWKHU
DQGVWHSPRWKHU«KHGLGWKHVZHHSLQJVZDEELQJDQGDOOWKHODundry. He learned to cook and 
VKRSIRUYHJHWDEOHV«6ORZO\(VWKDZLWKGUHZIURPWKHZRUOG´-(VWKDRFFXSLHV³YHU\
OLWWOHVSDFHLQWKHZRUOG´DQGUHWUHDWVLQWRWKHSULYDWHGRPDLQDPRUHIHPLQLQHVSDFHDOPRVWD
UHWUHDWLQWRWKHVHPLRWLF³chora´-XOLD Kristeva's theory of the semiotic chora is useful for 
FRQVLGHULQJ(VWKD
VZLWKGUDZDOIURPWKHZRUOG1RHOOH0F$IIH¶VERRNRQJulia Kristeva 
highlights this separation from the symbolic realm and delving into the semiotic chora:  
Lacking an interest in any objects, the melancholic lacks motivation to engage in the 
symbolic realm ± that is, to speak or write. Words seem pointless, for they are not 
connected to the subject's affects, desires ± in short, to the semiotic chora. The depressed 
person is like an orphan in the symbolic realm (63). 
7KHXVDJHRIWKHZRUG³RUSKDQ´LVYHU\DSWLQFRQVLGHULQJ(VWKD¶VDOLHQDWHGVWDWHIRUKHLV
OLWHUDOO\DQRUSKDQDIWHU$PPX¶VGHDWKDQGDOVRVHSDUDWHGIURPWKHPRWKHUDWWKHDJHRIVHYHQ
a trauma that leaves him incomplete, not whole, and alienated from himself/Rahel. The loss of 
his sister and mother violently pushes him outside the private female and maternal space, 
sending him into the public space, a space which had transgressed against his body (the 







know how to be a girl´/LNH(VWKD5DKHOWUDQVJresses gender boundaries, upsets authority 
figures, and struggles to make sense of the chaos within her, yet her anger is louder than his and 
fiercer. Like her mother, she opts for an interracial marriage, and later a divorce. Rahel and Estha 
only find consolation in each other after they meet 23 years later, when their shared trauma heals 
by sharing their bodies and mental/emotional states.  
 7KHPXOWLSOHWUDXPDVLQ5R\¶VThe God of Small Things affect the twins on a personal 
level, on a psychic level, and leave them dealing with the repercussions of everything abjected 
from society, until they become abjected subjects themselves, and until they become 
transgressors too. Julia Kristeva insists thDW³$EMHFWLRQSHUVLVWVDVexclusion or taboo (dietary or 
RWKHU«EXWGULIWVRYHUWRPRUHµVHFRQGDU\¶IRUPVVXFKDVtransgression (of the Law) within the 
VDPHPRQRWKHLVWLFHFRQRP\´ Powers of Horror5R\¶VFKDUDFWHUVDUHH[FOXGHGIURP
society, from both the private and public sphere, and they are constantly taking part in, or dealing 
with, transgressions. The abject and the abjected become intertwined with multiple 
transgressions and transgressive behaviour and subjects; transgressive subjects become the 
abject, the abjected. 
Rahel and Estha, particularly, are caught between the past and the present, between 
memory and re-PHPRU\WUDXPDDQGKHDOLQJ,Q³7UDXPDDQG7HPSRUDO+\EULGLW\LQ$UXQGKDWL
5R\¶VThe God of Small Things,´(OL]DEHWK2XWNDUHODWHVSHUVonal trauma to collective trauma, 
and memory to time. She argues that there is a certain paradox in the experience of trauma in 
relation to memory and the freezing of time: 
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First, traumatic events may, strangely, be both erased from memory and yet return 
rHSHDWHGO\DVIODVKEDFN«$VHFRQGDQGUHODWHGSDUDGR[LQYROYHVWKHIUHH]LQJRIWLPHDW
one instant, locking the subject in the past moment of trauma, yet alongside the freezing 
there is a false sense of movement or unfreezing, as the memory returns again and again 
to haunt the present (26).  
As Outka convincingly argues, flashback and repressed memories unfold as the narrative 
progresses, and it is both Rahel and Estha who symbolize memory and repressed memories 
which continue to linger and haunt their psychHV$V2XWNDHORTXHQWO\SXWVLW³1RWRQO\LVWLPH
scrambled for single characters, but memories have also split and are shared among multiple 
PLQGV´5DKHODQG(VWKDVKDUHWKHWUDXPD5DKHOUHPHPEHUVZKLOH(VWKDGURZQVLQVLOHQFH
and repressed memories. His survival tactic is silence, repression of trauma, hiding away from 
the present. Time is static for Estha, while for Rahel, the past and present have become one, 
MRLQHGWRJHWKHUWRFUHDWHDµWHPSRUDO¶K\EULGVWDWHRIWLPH³5R\VXJJHVWVWKDWWKHWUaumatic 
SURGXFWLRQRIWHPSRUDOK\EULGLW\H[WHQGVWRFROOHFWLYHPHPRU\«DQGKLQWLQJZKDWOLWWOH
possibility there is that recovering a memory could ever morph to a more therapeutic sense of 
UHFRYHU\´<HWWKHWZLQVDUHDEOHWRUHFRYHUWKHLUWUDXPDWLFPHmories and recover from their 
painfully linked traumas through their physical joining of traumatized bodies and minds. It is 
WKURXJKWKHLU³WUDQVJUHVVLYHVH[XDOHQFRXQWHU´WKDWWKH\DUHDEOHWRUHDFKD³WZLVWHGWUDXPDWLF
recover, recovery in the sense of UHWXUQ´+RZHYHU2XWNDLQVLVWVWKDWWKHQDUUDWLYHGRHVQRW
offer the twins any true sense of recovery, that the trauma re-enacts itself and the sexual 
WUDQVJUHVVLRQ³FUHDWHVQRUDGLFDOFKDQJH´,ZRXOGDUJXHWKDWWKHWZLQV¶VSHFLILFDOO\




KLGHRXVJULHI´WKHUHLVVWLOODJHQF\DQGKHDOLQJLQWKHLUYHU\WUDQVJUHVVLYHact, further reclaiming 
their past, their memories, and their traumas (Roy 311). Because what they have witnessed is 
trauma and abjection, then the only conclusion is yet another trauma which further alienates 
them from society and the borders and boundaries that culture upholds and maintains; they 
become the abjected themselves. 
 The God of Small Things links trauma to the abject, traumatized identities to abjected 
subjects; trauma and the abject are inextricably linked, both for the personal and the collective. 
The colonial trauma leaves identities abjected and rejected by themselves, alienated and 
annihilated, both internally and externally, both in the private sphere and the public sphere. 
Velutha and Ammu are always on the margins, always abjected, as are the twins for their 
hybridized identities and their transgressive mother, as well as their own transgressions. Estha 
and Rahel come face to face with the abject at multiple occasions in the text. From the very 
EHJLQQLQJZHZLWQHVV6RSKLH0RO¶VIXQHUDOthrough the eyes of Rahel. The scent of death 
SHUPHDWHVWKHVFHQH³DEHHGLHGLQDFRIILQIORZHU´$V5DKHOZDWFKHVWKHFRIILQEHLQJ
lowered into the ground, Rahel believes that Sophie Mol is still alive, and that it was her funeral 
WKDW³NLOOHGKHU´5DKHO³KHDUGRQ6RSKLH0RO¶VEHKDOI´WKHVRXQGVRXWVLGHRIWKHFRIILQDQG
RQO\5DKHO³QRWLFHG6RSKLH0RO¶VVHFUHWFDUWZKHHOLQKHUFRIILQ«,QVLGHWKHHDUWK6RSKLH0RO
VFUHDPHG«%XW\RXFDQ¶WKHDUVFUHDPVWKURXJKHDUWKDQGVWRQH´-5DKHO¶VPLQGLV unable to 
GHFLSKHUWKHVLWXDWLRQRIKHUGHDGFRXVLQLQ5DKHO¶VPLQGVKHLVVWLOODOLYHDQGLWLVWKHIXQHUDO







pollution. A body without soul, a non-ERG\´7KLVEOXUULQJRIERUGHUVDQGERXQGDULHVLV
apparent in the way Rahel is unable to sHSDUDWH6RSKLH0RO¶VGHDGERG\from Sophie Mol the 
alive-and-well cousin. The confusion arises repeatedly, as this dead body is the abject, and a 
representation of the breakdown of borders and boundaries, social norms, and what is deemed 
proper. The funeral setting also exemplifies Ammu¶VDQGWKHFKLOGUHQ¶VDEMHFWLRQIURPWKH
ERUGHUVDQGERXQGDULHVRIVRFLHW\7KH\DUHOHIWDORQH³PDGHWRVWDQGVHSDUDWHO\QRWZLWKWKH
UHVWRIWKHIDPLO\1RERG\ZRXOGORRNDWWKHP´$PPXDQGKHUFKLOGUHQEHLQJWKH
transgressors, are rejected and expelled from the private space (family) and the public domain, 
DQGWKLVEHFRPHVDSSDUHQWLQWKHFKXUFK¶VUHIXVDOWREXU\$PPXZKHQVKHGLHV7KHWZLQVDOVR
ZLWQHVV9HOXWKD¶VFRUSVH-like state, before his impending death. It is Estha who is haunted by the 
mePRU\RI9HOXWKD¶V³VZROOHQIDFHDQGVPDVKHGXSVLGH-down smile. Of a spreading pool of 
FOHDUOLTXLG«2IDEORRGVKRWH\H´(VWKDLVFDOOHGLQWRLGHQWLI\9HOXWKDDVWKH






infection, disease, corpse, etc.) stand for the danger to identity that comes from without: the ego 
threatened by the non-HJRVRFLHW\WKUHDWHQHGE\LWVRXWVLGHOLIHE\GHDWK´Powers of 





manipulating the twins and framing an innocent man, Baby Kochamma needs to abject the 
impurity of what had happened, of what she had done, separate herself from the abject itself 
9HOXWKD.ULVWHYDPDLQWDLQVWKDWWKHERG\WKHVXEMHFWFRQVWDQWO\ZDQWVWREHDQGRU³EHFRPH
clean and proper´,WLVZRUWKPHQWLRQLQJWKat Baby Kochamma and Mammachi are both 
UHSXOVHGE\WKH³SDUWLFXODU3DUDYDQVPHOO´5R\7KHUHLVDVPHQWLRQHGHDUOLHUDVSHFLILF
quality attached to the Untouchable, the Untouchable is the abject, from which one insists on 
separating; the caste system is always there, maintaining the separation from the abject, the 
LPSXUHWKHPDUJLQDOL]HG.ULVWHYDLGHQWLILHVWKHFDVWHV\VWHPDV³WKHPRVWFRPSOH[DQGVWULNLQJ
instance of a social, moral, and religious system based on pollution and purification, on the pure 
DQGWKHLPSXUH´&RORQLDOLVPproduced the caste system in its modern form by intensifying 
and manipulation social divisions. Similarly, it is the separation and upholding of binaries and 
dichotomies that necessarily constitutes a sense of protection of the self, of the ego, protection 
IURPPHUJLQJZLWKWKHRWKHUDQGDEUHDNGRZQRIUXOHVDQGERXQGDULHVWKHODZ(VWKD¶VPXOWLSOH
traumas are dealt with by abjecting himself;  after being forcefully separated from Ammu, he 
VFUHDPVWKDWKHLV³IHHOLQJYRPLW\´DQG5DKHO³GRXEOHGRYHUDQGVFUHDPHGDQGVFUHDPHG´
(309). The separation from the mother expels Estha from the symbolic realm, and instead, he 
embraces the semiotic, separating himself from speaking, from language, as he falls into silence.  
Language and the chora 
5R\¶DWH[WHPSOR\VPDGQHVVDVDWH[WXDOVWUDWHJ\WRUHYHDOPXOWLSOHWHQVLRQV%\XVLQJD
different English language Roy chooses to break the rules of the English language and proper 
grammar. The narrative, through its fragmentation, and refusal to follow the rules of the English 
language reveals the traumas that have afflicted the private spheres and the public spheres, the 
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personal and the political. It is a narrative that abjects the symbolic, the Law, and instead, 
embraces and calls for a revolution in language, an embracing of the Mother, of a state prior to 
the violence of colonialism and the caste system, of dichotomous thought and power relations. 
The children suffer from the imposing of the English language, Baby Kochamma constantly 
HDYHVGURSVRQ³WKHWZLQV¶SULYDWHFRQYHUVDWLRQV«DQGZKHQHYHUVKHFDXJKWWKHPVSHDNLQJLQ
0DOD\DODPVKHOHYLHGDVPHOOILQH«6KHPDGHWKHPZULWHOLQHV«I will always speak in English, 
I will always speak in English´5R\,QBlack Skin, White Masks Fanon claims that speaking 
PHDQV³DVVXPLQJDFXOWXUHDQGEHDULQJWKHZHLJKWRIDFLYLOL]DWLRQ´/DQJXDJHLVFXOWXUHDQG
for the colonisedDWWHPSWLQJWRPDLQWDLQRQHRZQ¶VFXOWXUHDVZHOODVDGRSWDVVLPLODWHDQHZ
culture is a recurring burden. Fanon DVVHUWVWKDW³$OOcolonised people ±in other words, people in 
whom an inferiority complex has taken root, whose local cultural originality has been committed 
to the grave ± SRVLWLRQWKHPVHOYHVLQUHODWLRQWKHFLYLOL]LQJODQJXDJH«WKHPRUHKH>WKH
colonised@UHMHFWVKLVEODFNQHVV«WKHZKLWHUKHZLOOEHFRPH´-3). As such, the inferiority 
FRPSOH[)DQRQGLDJQRVHVFRQWLQXDOO\DULVHVLQ5R\¶VWH[WDVWKHWZLQVVWUXJJOHWRVSHDNLQ
English, and accept themselves and their culture. This struggle is part of the assimilation 
madness that I mentioned earlier.  
5R\¶VWH[WUHMHFWVDQ\FDQRQL]DWLRQRIWKH(QJOLVKODQJXDJHJUDPPDUVSHOOLQJDQGDQ\
rules, any form at all. Textually, semantically, stylistically, The God of Small Things breaks all 
rules. As such, it is a mad text, a text that robs its readers of narrative certainty. There is nothing 
about the text that falls into a clear path. Madness in this text, then, is a violent pedagogy that is 
meant to disturb and unsettle its readers. It does not use English the way the coloniser 
implemented it in the colonies, it refuses to adhere to any narrative form, and instead, begins to 
sound more like poetry than prose. The text blurs the boundaries of prose/poetry, west/east, and 
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dismantles conventional English usage. CynWKLD'ULHVHQ¶V³:KHQ/DQJXDJH'DQFHV7KH
6XEYHUVLYH3RZHURI5R\¶V7H[WLQThe God of Small Things´DUJXHVWKDWODQJXDJHLQ5R\¶VWH[W
LVH[WUHPHO\SRZHUIXODQGVXEYHUVLYHQRWRQO\EHFDXVHRI5R\¶VGLVPDQWOLQJRIWKH(QJOLVK
language, but also because thHQDUUDWLYHUHOLHVKHDYLO\RQDFKLOG¶VSRLQWRIYLHZUDWKHUWKDQDQ
DGXOW¶V 
The children enjoy a kind of power through their play with language. Their reading 
backwards is tantamount to a powerful subversion of the established order: the read the 
words as they read the world in oppositional mode to that ordained by the powers that 
EH«WKH\PDNHWKHRQO\JHVWXUHRIUHYROWDYDLODEOHWRWKHPWKURXJKODQJXDJH 
Because the narrative also dismantles the dichotomy of adult/child, it subverts social and cultural 
KLHUDUFKLHVQRUPVDQGFRQYHQWLRQV,WSOD\VZLWKSHUFHSWLRQUHYHDOLQJWKDWWKHFKLOG¶VYLHZLV
PRUHSHUFHSWLYHDQGFOHDUHUWKDQDQDGXOW¶VZKLFKVRFLHW\GHHPVDVVRFLDOO\DQGPHQWDOO\
superior. In postcolonial space, the English language is associated with the West and is 
considered superior to local languages. The east is synonymous to the child, while the west is 
SDUDOOHOWRWKHDGXOWILJXUHZKRPXVWHGXFDWHDQGHQOLJKWHQWKHFKLOG5R\¶VWH[WGHSHQGVRQD
blurring of boundaries, breaking of rules, and subversion of all power relations and dichotomies. 
.ULVWHYD¶V³5HYROXWLRQLQ3RHWLF/DQJXDJH´FRQVLGHUVWKHIXQFWLRQRIODQJXDJHLQOLWHUDU\WH[WV
and the power of language and creativity as being associated with the semiotic chora, and that 
there must be a constant interplay between the symbolic and semiotic. Art and literature call for a 
breakdown of the binary that separates the symbolic from the semiotic, the conscious from the 
XQFRQVFLRXVDQGJHQRWH[WIURPSKHQRWH[W)RU.ULVWHYDWKHUHLVD³semiotic rhythm within 
ODQJXDJH´DQGWKLVLVSUHFLVHO\ZKDW5R\¶VWH[WGRHVZKLFKLVHPSKDVL]LQJWKHVHPLRWLFDQG
poetic dimension within narrative fiction.  Kristeva posits the genotext and the phenotext are 
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WKXVEHVHHQDVODQJXDJH¶V underlying foundation. We shall use the term phenotext to 
denote language that serves to communicate, which linguistics describes in terms of 
µFRPSHWHQFH¶DQGµSHUIRUPDQFH¶«7KHSKHQRWH[WLVDVWUXFWXUH«LWREH\VUXOHVRI
communication and presupposes a subject of enunciation and an addressee. The 
JHQRWH[W«LVDSURFHVVLWPRYHVWKURXJK]RQHVWKDWKDYHUHODWLYHDQGWUDQVLWRU\ERUGHUV
and constitutes a path that is not restricted to the two poles of univocal information 
between two full-fledged subjects (2177).  
If Kristeva manages to differentiate between the two functionalities and positions of texts, then 
5R\¶VWH[WLVFDSDEOHRIWDSSLQJLQWRWKHVHPLRWLFchora, and becoming more of a genotext, rather 
than a phenotext, in its dismantling of rules and structure. The text unfolds as a constant 
processing of what seems to be the unconscious as a narrative, a narrative filled with abjection 
and trauma, a narrative that rejects rules and attempts to create a new narrative, a mad narrative. 
 Kristeva notes that only sRPHOLWHUDU\WH[WVDUHFDSDEOHRIGRLQJWKLV³$PRQJWKH
FDSLWDOLVWPRGHRISURGXFWLRQ¶VQXPHURXVVLJQLI\LQJSUDFWLFHVRQO\FHUWDLQOLWHUDU\WH[WVRIWKH
avant-garde (Mallarmé, Joyce) manage to cover the infinity of the process, that is, reach the 
semiotic choraZKLFKPRGLILHVOLQJXLVWLFVWUXFWXUHV´7KHUHMHFWLRQRIOLQJXLVWLF
VWUXFWXUHVLVDSSDUHQWWKURXJKRXW5R\¶VWH[WDVZRUGVDUHMXPEOHGUH-written, re-appropriated, 
and rendered meaningless at times, as they may take on different meanings as well as feelings. 




mixed with Indian words and local language to create a new language; a language which 
attempts to be decolonisedDQGUHWXUQHGLQWKHVDPHZD\WKDW(VWKDLV³UH-UHWXUQHG´WRKLV
home, to his twin, to the maternal (Roy 11).  
5R\¶VThe God of Small Things is a constant process of delving into the semiotic chora, 
and creates a new place between madness/sanity, genotext/phenotext, west/east, English/local 
ODQJXDJHVXEMHFWRWKHUDGXOWFKLOG5R\¶VFKDUDFWHUVDUHµPDG¶LQWKHVDPHZD\WKDWWKHWH[W
asserts itself as a mad text, a text that is always encroaching upon borders and boundaries, a text 
that attempts to revolutionize language and meaning. There is always madness hovering around, 
³WKHUHZDVPDGQHVVWKHUHWKDWPRUQLQJ«LWZDVQRSHUIRUPDQFH(VWKDSSHQDQG5DKHO
UHFRJQL]HGLW´0DGQHVVLQThe God of Small Things becomes a site for textual revolution, 
for dismantling dichotomous Western modes of thought, and for change both on a personal and a 
political level, for the individual and the collective. Unlike the Victorian mad heroine, the 
Postcolonial mad heroine must necessarily revolt against both the personal and the political; she 
must re-assert not only her subjectivity, EXWDOVRKHU³QDWLYH´LGHQWLW\± there is a process of 
double decolonization. In The God of Small Things, individual stories, individual traumas affect 
the bigger public domain, and the very small god manages to subvert the power of the big God; 
big things are no longer superior to the small. Intricate histories and stories, pluralities and 
multiple sites of trauma and madness join together to form a revolution and a reclaiming of both 








Pillars of Salt 
 
 This chapter aims to situate the character of the Bedouin, in this case the µ-RUGDQLDQ
Bedouin PDGZRPDQ¶LQUHODWLRQWRWKHSUHYLRXVO\PHQWLRQHGIHPDOHKHURLQHVLQ9LFWRULDQDQG
3RVWFRORQLDOOLWHUDWXUH)DGLD)DTLU¶VWH[Wshould be classified as Postcolonial fiction, although it 
deals specifically with an Arab-Bedouin society. /LNH5R\¶VThe God of Small Things)DTLU¶V
text emphasizes how patriarchal relations and colonial ideologies maintained the subjugation of 
Eastern women. Madness in this narrative is significantly orchestrated to reveal the agency it 
lends the female protagonists. This chapter formulates the following idea: the Jordanian woman 
was colonised by both the European and the local man. The European man seemed to offer a 
certain illusionary pseudo-liberation for the Jordanian woman, while the local man strived to 
exert whatever was left of his authoritarian voice and power, by opting for an extremist pathway, 
holding on rigidly to the traditional values to reinforce the hierarchy that had been destabilized 
upon the coloniser¶VDUULYDO$VP\UHDGLQJRIPillars of Salt will demonstrate, traditional values 
and beliefs were not only preserved, but taken to an extreme, fixated by patriarchy in an 
unyielding manner, upholding traditional values as truths and allowing no room for women to 
negotiate their existence and space. At the same time, traditional values were shunned and 
GLVDYRZHGE\PRGHUQLW\1HJRWLDWLQJRQH¶VVSDFHEHWZHHQWKHWZRGLVSDUDWHVSKHUHVHQWDLOHGD





The desire to assimilate and to adapt to multiple contradictory states of being fostered volatile 
environments for the protagonists. Madness for the colonised woman becomes an attempt at 
rebellion, a revolt against both patriarchal and Empire ideologies. One turns inwards to facilitate 
an altogether different form of agency and the madwoman voice is (paradoxically) the voice that 
is heard, as it threatens to disturb order that has been doubly imposed by patriarchy and Empire. 
 )DGLD)DTLU¶VZRUNDVDQ$UDEZULWHUZULWLQJDERXW$UDERU-RUGDQLDQFXOWXUHLQ(QJOLVK
has received critical attention. She is able to write as a Jordanian Bedouin woman, while using 
WKHODQJXDJHRIWKHFRORQLVHU)DTLU¶VILUVWQRYHONisanit (1988) tells the story of a young girl and 
KHUIDWKHU¶VLQYROYHPHQWLQ$UDE-Israeli conflicts. My Name is Salma (2007) tells the story of a 
Bedouin girl attempting to escape an honour killing and her subsequent migration to England. 
6DOPD¶VVWUXJJOHLVEHWZHHQWZRYHU\ different cultures and her quest to find her illegitimate 
GDXJKWHU)DTLU¶VODWHVWQRYHO:LOORZ7UHHV'RQ¶W:HHS (2014) follows the journey of the 
protagonist, Najwa and her search for her father DIWHUKHUPRWKHU¶VGHDWK Her father is 
mysteriously involved with Afghanistan and Najwa embarks on a journey from Jordan, to 
$IJKDQLVWDQDQGILQDOO\%ULWDLQ)DTLU¶VQRYHOVKDYHIRFXVHGRQWKHPHVRIPLJUDWLRQ
displacement, and contact culture. In British Muslim Fictions: Interviews with Contemporary 
Writers, Claire Chambers interviews Faqir and asks her about her interest in disciplinary spaces 
such as prison and mental institutions. Faqir responds:  
The fact is that my father was arrested, thrown in an army camp somewhere, and 
WRUWXUHG«7KDW¶VZK\,IHHOSDUDQRLGsome of the time, because I think there will be a 
NQRFNRQWKHGRRUDQG,ZLOOEHWDNHQDZD\«,QVWLWXWLRQVEHFRPHDSDUWRIP\PHQWDO
ODQGVFDSHSULVRQVPHQWDOKRVSLWDOVDV\OXPV«/RVVRIFRQWURODQGVDQLW\DUHWKHPHVWKDt 
run throughout my work (61-62).  
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In Pillars of Salt the female protagonists are considered mad and are institutionalised in a mental 
asylum run by British male colonisers. This is by no means arbitrary, and as my reading will 
demonstrate, the themes of patriarchy and Empire, madness and protest, are very evident in 
)DTLU¶VWH[W 
7RFRQVLGHUµ-RUGDQLDQZRPHQ¶ZHPXVWWDNHLQWRDFFRXQWVRFLDOFXOWXUDOJHRJUDSKLFDO
and historical aspects that formulate different socio-political identities. To explain JorGDQ¶V
VRFLHW\DQGFXOWXUHDFXOWXUDODQWKURSRORJLVW¶VYLHZLVSHUKDSVPRVWDSWIRUWKLVFKDSWHU-RKQ$
6KRXS¶VCulture and Customs of Jordan explains that Jordanians fall into separate, distinct 
categories of either Bedouins or Hadar (city-dwellers).  The first category deals with the 
Bedouin population.  Bedouins, or nomads, which seems to be the term more widely used in 
Western scholarship, have always been dispersed geographically, seldom contained within 
borders, unlike their counterparts, the Hadar 6KRXS)RUWKHVDNHRIWKLVSURMHFW¶VJRDORI
resisting notions of hierarchization and consequent subordination between Western 
women/Eastern women, and in this case Bedouins and Hadar,  I shall use the term Bedouin, 
rather than nomad, to refer to tribal peoples and desert inhabitants. This semantic and/or 
linguistic awareness must be employed so as not to fall into any reductionism that overlooks the 
specificity of the Bedouins of Jordan, and their distinct culture, which ultimately differs from 
that of the city-GZHOOHUV,QWKHLQWHUHVWRIVSHFLILFLW\,SUHVHQWWKHIROORZLQJH[FHUSWIURP³7KH
0RGHUQ6RFLRFXOWXUDO6LJQLILFDQFHRIWKH-RUGDQLDQ%HGRXLQ7HQW´E\0DKPRXG1D¶DPQHK
Mohammed Shunnaq and Aysegul Tasbasi: 
Layne (1994) points out that several WHUPVVXFKDVµWULEH¶µ%HGRXLQ¶ 
µQRPDG¶µSDVWRUDOLVW¶DQGµGHVHUW$UDE¶DUHRIWHQXVHGLQWHUFKDQJHDEO\6KHDGGV 
that in Jordanian nationalist discourse and tourist-GLUHFWHGUKHWRULFWKHµ%HGRXLQ¶ 
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UHSUHVHQWWKHDUFKHW\SLFDO$UDEµWULEH¶DQGIUHTXHQWO\ stand for Arab or Jordanian 
WULEHVLQJHQHUDO«LQ-RUGDQLQSDUWLFXODURQFHDV\QRQ\PIRUSDVWRUDOQRPDGQRZ 
indicates a political identity of a tribal nature (1D¶DPQHK6KXQQDTDQG7DVEDVL 
As such, the Middle Eastern Bedouin, and even more exclusively the Jordanian Bedouin, 
represents an Arab tribal identity, an identity which includes personal, social, cultural and 
SROLWLFDOGLPHQVLRQV%\SODFLQJHPSKDVLVRQWKH%HGRXLQ¶VVXEMHFWLYLW\UDWKHUWKDQXVLQJ
³%HGRXLQV´RU³QRPDGV´DVREMHFWVRIDQDO\sis, perhaps a newer understanding of the importance 
of representing and reading different and differing identities will be posed. Unlike the term 
³QRPDG´LWVVHPL-V\QRQ\P³%HGRXLQ´JUDQWVDQLQGLYLGXDOLVWLFVSHFLILFLW\DVHQVHRILGHQWLW\
that distinguishes, yet still manages to assemble the collective (the tribal peoples) under its 
umbrella.  The term Bedouin emerges as a type of political tribal identity, but this is not to deny 
other forms of identity which are infused within the Jordanian identity: 
National identity in Jordan has always been intermingled with other forms of 
collective identity such as Pan-Arabism, Pan-Islamism and Tribalism. Thus, local 
patriotism has competed against other local, regional and transregional identities, 
whether national, religious or otherwise. The existence of such myriad forms of 
identification is not peculiar to Jordan; it is indeed common to many other 
countries in the Middle East. These constituent elements are not mutually 
exclusive, for they often overlap and complement one another (1D¶DPQHK6KXQQDTDQG
Tasbasi 157).   
The Jordanian identity remains in flux, and can be complex. Jordanian city-dwellers identify 




8). Shoup emphasizes the following formulation of Bedouin Jordanian identity and its role socio-
politically:  
While much of the population is of village or urban backgrounds, the Bedouin have set 
their seals firmly on Jordanian identity. The strong Bedouin character is evidences in the 
spoken dialect of most Jordanians and sets them off from those of Palestinian 
RULJLQ«7KHUHVXOWKDVEHHQDµ%HGRXLQL]DWLRQ¶RIWKH-RUGDQLDQSRpulation with many 
even taking on the speech, mannerisms, customs, and behaviour of the Bedouin (5-7). 
7KURXJKRXWP\UHDGLQJRI)DTLU¶VWH[WWKHGLVWLQFWLRQEHWZHHQ%HGRXLQ-RUGDQLDQZRPHQDQG
Jordanian women city-dwellers will be present, so as to include both disparate identities and 
maintain their specificity.  
Joseph A. Massad explains the root of the word Bedouin in Colonial Effects: The Making 
of National Identity in Jordan as follows:  
The etymological root of Bedouin (or Bedawiyy/a in the singular or Badu in the plural) in 
Arabic derives from bada DVLQ³WRUHVLGHLQWKHbadiya´PHDQLQJWKHGHVHUWKHQFHD
Bedouin is an inhabitant of the desert who leads a nomadic lifestyle (126).    
0DVVDG¶VGHILQLWLRQLVDQWKURSRORJLFDODQGKLVWRULFDOQHJOHFWLQJRQHLPSRUWDQWDVSHFWRIWKH
PXOWLSOHGLPHQVLRQVRIWKH%HGRXLQ¶VLGHQWLW\0DQ\%HGRXLQVWRGD\GRQRWOHDG³QRPDGLF
OLIHVW\OH>V@´DQGGRQRWLQKDELWWKHGHVHUW%HGRXLQVKDYHDGDSWHGWRWKHmodernization of the 
world, and they have been affected with globalization. However the tribal community itself 
remains intact and has not been completely demolished by British colonialism. Bedouin culture 
has managed to sustain itself in the face of the British Mandate in 1920 (Massad 11).  Jordan 
XQGHUZHQWWZRFRORQLDOUXOHVWKHILUVWEHLQJWKH2WWRPDQ(PSLUH¶VUXOHDQGWKHVHFRQGZKHQ




Kingdom of Jordan in 1946 (Massad 12).                  
 In The Making of Jordan, Yoav Alon, a cultural anthropologist, identifies the continued 
existence of tribalism: 
Tribalism has demonstrated impressive resilience. For decades tribalism was thought of a 
dying phenomenon retreating before the sweeping forces of modernity while trying to 
delay their positive progress. The post-colonial nation-state was expected to erode tribal 
forms of identit\DQGVRFLDODQGSROLWLFDORUJDQL]DWLRQ«,QWKLVZD\WULEHVSOD\DFUXFLDO
role in cushioning and smoothing out processes of rapid modernization. By doing so, they 
KHOSWRPDLQWDLQDVHQVHRIFORVHDQGLQWLPDWHFRPPXQLW\«DQGSUHYHQWRUDWOHDVW
postpone social unrest (7). 
$ORQ¶VYLVLRQLVVOLJKWO\XQDZDUHRIWKHPXOWLIDFHWHGDVSHFWVRIWKHcolonised SHRSOHV¶
experience. First, to dismiss implicitly the Jordanian Bedouin identity and its strong cultural 
roots is to undermine the FRORQLVHG¶V methods of resistance to colonial and neo-colonial 
relations.  Second, another inadequate observation is made conclusive, by implying that tribalism 
ZDVPDLQWDLQHGPHUHO\WRDYRLG³VRFLDOXQUHVW´DQGLWVHUYHGDVDFXVKLRQDJDLQVW
³PRGHUQL]DWLRQ´DVWKRXJh the colonised carried characteristics of backwardness and savagery.  
Because the Bedouin identity has not succumbed to utter assimilation and adoption of the 
coloniser¶VZD\VDQGKDELWVWKLVSRVHVDSHUSOH[LQJSUREOHPIRU$ORQDQGE\H[WHQVLRQKLV
reaGHU$ORQ¶VVWXG\IDOOVLQWRWKHGDQJHURXVVKRUWFRPLQJRIorientalising the Bedouins, as he 
attempts to analyse WKHUHDVRQVRIWKHFRQWLQXHGH[LVWHQFHRIWKH%HGRXLQLGHQWLW\DQGWULEDOLVP¶V
dominance.    
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This is not to deny that the aftermath of colonialism remains difficult to overcome and 
that imperialist domination remains a challenge. Amilcar Cabral insists on the importance of 
cultural preservation in his National Liberation and Culture: 
The value of culture as an element of resistance to foreign domination lies in the fact that 
culture is the vigorous manifestation on the ideological or idealist plane of the physical 
and historical reality of the society that is dominated or to be dominated. Culture is 
VLPXOWDQHRXVO\WKHIUXLWRIDSHRSOH¶VKLVWRU\DQd a determinant of history (54).  
Cabral understands and emphasizes the indispensability of local culture as well as its fragility in 
the face of colonialism and imperialism. When the FRORQLVHG¶V culture is entirely erased and 
replaced with the coloniser¶V own ideological systems of belief, then the struggle for national 
liberation ceases to exist. There has been a certain colonial legacy which seeks to explore the 
ways by which oriental women were suffering under their own cultures, the cultures that were 
untainted by the coloniser, and the Occident positioned itself as an emancipatory force, through 
FRORQLDOLVP¶VMXVWLILFDWLRQDQGLPSHULDOLVWLFQRWLRQV/LOD$EX-/XJKRG¶VRemaking Women: 
Feminism and Modernity in the Middle East examines the condition of women before and after 
colonial contact in the Middle East and Egypt: 
Low status [was] attributed by missionaries and colonial officials to colonised women ±
represented as the victims of tradition, whether Hindu, Muslim, or pagan ±were used as a 
justification for rule (Abu-Lughod 14).  
The coloniser masked himself as a supportive figure; however, in actuality, there are instances 
which reveal great contradictions. For example, Abu-/XJKRGGUDZVXSRQ/HLOD$KPHG¶V





Cromer, the British governor of Egypt in the early years of the twentieth century, seemed 
to champion the emancipation of Egyptian women while condemning women suffragists 
EDFNKRPH´$EX-Loghd 14).  
Male colonisers were incapable of accepting the Victorian English wRPDQ¶VHPDQFLSDWLRQOHW
alone Eastern womeQ¶V$V$KPHGPHQWLRQVWKH%ULWLVKJRYHUQRURI(J\SWIDOVLILHGDFHUWDLQ
LPDJHWKDWVXSSRUWHG(J\SWLDQZRPHQZKLOVWRSSUHVVLQJ(QJOLVKZRPHQ³EDFNKRPH´7KLV
obvious contradiction between the two ideologies provides further insight into the shared 
experiences between the Eastern and Western madwoman. As such, my drawing from Bedouin 
as well as Indian and other postcolonial texts is crucial for understanding that British Empire 
perpetuated and profited from racial and gender oppression. 
Colonial Contact, Remains of Culture, Turath and Modernity 
Jordanian Bedouins have managed to preserve and maintain the remnants of their culture, 
EXWDVP\UHDGLQJRI)DGLD)DTLU¶VPillars of Salt will exemplify, their culture has been exposed 
to the horrific violence of colonialism, and was therby infused with heightened patriarchal 
oppression. Women were made to suffer from both the colonial regimes as well as patriarchal 
oppression which prior to colonialism had not been so tyrannical.  In order to clarify this double 
opSUHVVLRQOHWXVFRQVLGHU$PLQD0DPD¶V³6KHURHVDQG9LOODLQV&RQFHSWXDOL]LQJ&RORQLDODQG
&RQWHPSRUDU\9LROHQFH$JDLQVW:RPHQLQ$IULFD´0DPDGHDOVZLWKWKHHIIHFWVRIFRORQLDOLVP
and the violence implemented against women. She situates patriarchal oppression and injustice 
as equivalent to colonialism and even more dangerously, imperialism. As my project aims to 
LOOXPLQDWHWKHRYHUZKHOPLQJVLPLODULW\EHWZHHQWKH:HVWHUQ³PDGZRPDQ´DQG(DVWHUQ
³PDGZRPDQ´0DPD¶VDUJXPHQWPDQDJHVWRRXWOLQHWKHSDWULDUFKDOand racist Europe as the root 
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of both Western and Eastern womeQ¶VVXEMXJDWLRQ6KHGUDZVRQWKH$IULFDQZRPDQ¶V
experience under colonialism specifically, but by theory of extension, it applies to the Bedouin 
ZRPHQ¶VFRQGLWLRQ 
In eighteenth and nineteenth-century Europe, class, race, and sexual inequalities acted in 
concert with one another, generating a repressive imperial ideology that was to be 
reflected in all aspects of colonial, legal, and administrative treatment of the subject 
peoples. This was to have particular implications of gender relations rendering African 
women more vulnerable to the violence emanating from both European and African 
sources (255).  
Mama deals with African examples, yet it is not difficult to apply the very same line of thought 
WRWKH-RUGDQLDQ%HGRXLQZRPDQ¶VH[SHULHQFHZLWKFRORQLDOLVP 
 The notion of upholding traditional values and positing them as indisputable truths is 
known as turath, as Massad carefully identifies it in Desiring Arabs. Turath in Arabic literally 
translates to heritage. When the postcolonial Arab self and sense of identity were faced with the 
many repercussions of colonialism, and with a tide of rising globalization, this idea of turath 
came into being. Massad clarifies the iGHDVDWWDFKHGWRWKHWHUP³7KHWHUPturath refers today to 
WKHFLYLOL]DWLRQV¶GRFXPHQWVRINQRZOHGJHFXOWXUHDQGLQWHOOHFWWKDWDUHVDLGWRKDYHEHHQSDVVHG
GRZQIURPWKH$UDEVRIWKHSDVWWRWKH$UDEVRIWKHSUHVHQW´)RU0DVVDGturath was set up 
against modernity and, unsurprisingly, Western ideals and globalization.  Because the East was, 
LQDVHQVH(XURSH¶VFKLOGOLNHYHUVLRQRILWVHOILWVSDVWLWZDVVHHQE\WKHHOLWLVWVDQG³FLYLOL]HG´
as backward, unable to move along, unable to embrace civilization. The notion of civilization as 
employed by the West was a necessary constituent for colonialism.  As such, this obsession with 
turath is highly problematic, as it places the Arab collective in a confining space and continues 
146 
 
to stereotype Arabs as lazy, backward, and regressive. Massad understands the complexity of this 
situation and draws upon the unavoidable fact that modernity is regarded as inextricably linked 
WR:HVWHUQLGHRORJLHV³)RULWZDV(XURSHDQVZKRµGLVFRYHUHG¶WKHGHFDGHQFHRIWKH$UDEV´
,QGHHGFRQVWUXFWLRQVRI³FXOWXUH´DQG³FLYLOL]DWLRQ´ZHUHLPSRVHGWRIXUWKHUVHFXUHWKHSROLWLFDO
economicDQGVRFLDOSRZHUUHODWLRQVEHWZHHQ:HVW(DVW7RDEDQGRQRQH¶Vturath and culture 
ZRXOGEHWRDVVLPLODWHLQWKHVDPHZD\DVµDVVLPLODWLRQPDGQHVV¶to adhere to a universal or 
global definition of modernity, but is this resistance to modernity simply yet another power 
struggle between the Occident and the Orient? Or is the preoccupation with cultural values and 
turath necessary to devise a national self, a self resistant to colonial and neocolonial relations and 
influences? How does the formation of a national self affect relations between Jordanian men 
DQGZRPHQ"0DVDDGH[SODLQV³6LQFHWKHRQVHWRIFRORQLDOLVPWKHRWKHUIRUWKHµ$UDE¶
collective psyche, as it has been for the rest of Asia and Africa, has been and continues to be the 
:HVW´7KLVKROGVIRUDOOGLFKRWRPRXVPRGHVRIWKLQNLQJDQGSRZHUUHODWLRQV)RULQVWDQFH
QRWRQO\KDVWKH:HVWEHHQWKHµRWKHU¶, but Eastern women have been the inferior other for 
Western womeQDQ³RWKHU´WKDWKDVIDOOHQEHKLQGDQGRFFXSLHVDQDUHQDZKLFKWestern women 
falsely believe they have not experienced because they are sheltered by modernity and 
civilization.  
Pillars of Salt poses numerous questions about the Jordanian self and implies that this 
obsession with turath and modernity remains problematic both for the individual and the 
collective. Faqir is faced with the burden of being an Anglophone writer; a fear of betraying the 
Arab FXOWXUHFRQWLQXHVWRKDXQWKHUZRUN7RZULWHRIWKH-RUGDQLDQPDQ¶VSDWULDUFKDODWWLWXGHLV
to risk stereotyping the Arab as backward and unable to embrace Western definitions of 
PRGHUQLW\OHWDORQHZRPHQ¶VHPDQFLSDWLRQ+RZHYHUDFUXFLDODVSHFWRIWKH preservation of 
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culture is the corresponding double standards employed by male characters. At times, they are 
able to embrace modernity (when it suits them) and borrow certain ideas from the coloniser to 
further position themselves as important subjects, rather than the objects which colonialism has 
made them into, and simultaneously disavow Jordanian women.  Faqir manages to incorporate 
FRORQLDOLVP¶VHIIHFWVRQWKH-RUGDQLDQPDQDQGRIFRXUVH-RUGDQLDQZRPDQWKURXJKH[SRVLQJ
the tensions the culture faced, as it was stuck, made immobile, and was constantly looking 
backwards, for a sense of turath, at a time before colonialism.  
The title itself exemplifies this dilemma, as it alludes to the Biblical story of Lot and his 
wife, as she was looking back; she was transformed or frozen into a stone pillar of salt.  Of 
FRXUVHWKLVLVRQO\RQHLQWHUSUHWDWLRQWKDWPD\SURYHXVHIXOLQXQGHUVWDQGLQJWKHQDUUDWLYH¶V
SURJUHVVLRQWKHSURWDJRQLVWV¶LQDELOLW\WRPRYHWRZDUGVDEULJKWHUIXWXUHDQGWKHJHQHUDO
fixation on turath and the lingering past, causing a certain immobilization of the individual and 
the  collective. Simultaneously, in the face of modernity, colonization, and globalization, turath 
HPHUJHGDVWKHGLVDYRZHGSDUWRIWKHLQGLYLGXDO¶VVHQVHRIVHOIDVZell as the collective. To 
maintain a certain level of turath became increasingly difficult, as colonization, neocolonialism 
and modernity attempted to rid the individual and the collective of traditional values. To move 
forwards, one had to loosen his/her grip on turath, but the movement forwards also entailed a 
disruption and fragmentation of the self. A second interpretation of the title (albeit 
straightforward) would be a geographical one which places the narrative in Salt, a city in Jordan 
known for its artistic pillars, its historic sense which tends to attract many tourists.  Finally, a 
WKLUGLQWHUSUHWDWLRQRIWKHWLWOHLVLWVDOOXVLRQRUUHIHUHQFHWR7(/DZUHQFH¶VThe Seven Pillars of 
Wisdom.  This specific interpretation will later be explored withLQWKHFRQWH[WRIWKHWH[W¶V
narrator. For this chapter, all of the above interpretations may be drawn upon to illustrate the 
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cohesiveness of time and space and the importance of situating the novel within its geographical, 
cultural, and national frontiers.   
Anglophone Writing/Jordanian Fiction 
To situate Jordanian fiction and Jordanian writers, Radwa Ashour explains that Jordanian 
fiction includes writers from Jordan or writers of Palestinian origin (Arab Women Writers.) 
When Palestine was occupied by ,VUDHOLQWKLVFDXVHGD³JHRJUDSKLFGLVSHUVLRQRI
Palestinians. This affected writers and was reflected in how they identified themselves. There 
ZHUHZULWHUVOLYLQJLQ-RUGDQ«ZKRDUHXVXDOO\UHIHUUHGWRDV-RUGDQZULWHUVWKRXJKVRPHWLPHV
described aV3DOHVWLQLDQZULWHUV«WKHSHUPXWDWLRQVDUHHQGOHVV´$VKRXULVDOVRFDUHIXOLQ
distinguishing the rise of the Palestinian women writers from the Jordanian women writers: 
³:RPHQZULWHUVDSSHDUHGLQ3DOHVWLQHIURPWKHHDUO\SDUWRIWKHFHQWXU\EXWLQJordan they did 
QRWHPHUJHXQWLOVRPHIRXUGHFDGHVODWHU´)RU$VKRXU-RUGDQLDQILFWLRQLWVHOIUHJDUGOHVV
RIWKHZULWHUV¶RULJLQVWHQGVWRLQFOXGHWKHIROORZLQJWKHPHV 
There are texts that focus on the interior experience of a particular character in a moment 
in which the feelings of a besieged, oppressed, person reach a crescendo in the midst of a 
WHUULI\LQJ$UDEUHDOLW\«7KHUHDUHVWRULHVFRQFHUQHGZLWKSRUWUD\LQJDVOLFHRIKXPDQ
experience and observing its details (222).  
Ashour does not providHH[DPSOHVRIWKLV³WHUULI\LQJ$UDEUHDOLW\´EXWZHPD\GHGXFWWKH
possibility of the existence of turath and modernity tensions, an even more terrifying female 
UHDOLW\DQGDQXOWLPDWHGHVFHQWLQWRPDGQHVV$VVXFK)DTLU¶VWH[WZLOOH[HPSOLI\WKHUHFXUUHnce 
of themes of self-annihilation, alienation, and marginalization within the fictional narratives of 
Jordanian writers.  
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 Because Faqir writes in English, it is important to distinguish her positions and situate her 
as an Anglophone writer; although her fiction is still Jordanian-Bedouin, it occupies a hybridized 
space. Arab Voices in Diaspora aims to locate the hybrid identity of Anglophone writers as well 
as the fiction produced under the umbrella of Anglophone Arab fiction.  Anglophone Arab 
writers, La\OD$O0DOHKWHOOVXVHPHUJHGUHFHQWO\DQGWKH\GLGQRWJDLQ³DWWHQWLRQRUDWWDLQ
recognition until the world woke up one day to the horror of the infamous 9/11 and asked itself 
ZKRWKRVHµ$UDEV¶UHDOO\ZHUH«%RRNVWRUHVLQ:HVWHUQFLWLHVDQGWRZQVEHJDQWR display on 
their shelves arrays of Anglophone Arab works placed next to Afghan, Pakistani, and Iranian 
RQHV´$OPDOHKODPHQWVWKDWWKH$QJORSKRQH$UDEZULWHURQO\DWWDLQHGYLVLELOLW\WKURXJK
³WHUURU´DQGD:HVWHUQGHVLUHWRXQGHUVWDQGWKH$UDEDQG,VOamic psyche (2).  Arab fiction 
ZULWWHQLQ(QJOLVKDSSHDOHGWRWKH:HVWHUQDXGLHQFHDQGWKH³LPSODXVLEOHVXEDOWHUQFURVVLQJ
ODQJXDJHERUGHUVVHHPHGWRDGGWRWKHH[RWLFVHQVDWLRQHYRNHGE\VXFKZRUNV´:KHQ
$QJORSKRQH$UDEZULWHUV¶ZRUNVZHUHKLJKO\HVteemed and acclaimed, the reasons stemmed 
IURP³WKHµPLUDFOH¶RIIRUHLJQ-ODQJXDJHDFTXLVLWLRQ«DOVRWKHHTXDOO\µLPSUHVVLYH¶FXOWXUDO
FURVVLQJWKDWFDPHZLWKLW´%HFDXVH$UDE-American or Arab-British writers were capable 
of adopting a space between East and West, they were able to write as both outsiders and 
insiders. The dichotomies of East/West, inside/outside were contested.  
Almaleh examines the condition of the Anglophone Arab writer, especially the diasporic 
writer, residing in the West, and wrLWLQJIURP³EH\RQG$UDEERUGHUV´7KLVGLDVSRULFVSDFH
³JUDQWVWKH$UDELQWHOOHFWXDOUHJDUGOHVVRIWKHOLQJXLVWLFWRROVDWKLVGLVSRVDODQRSHQIRUPIRU
UDLVLQJKLVYRLFHLQSURWHVWRUFODULILFDWLRQ«>ZULWHUV@ZULWHIURPWKHLUGLDVSRULFORFDWLRQV±or 






Almaleh identifies the inextricable link between the personal and the political and specifically 
ILQGVWKDW³SROLWLFDODQGJHQGHULVVXHVLQWHUWZLQHWKHRQHOHDGLQJWRWKHRWKHU´*HQGHU
issues, are of course, closely related to the ideas of culture, turath, and traditions.  Through her 
fictional narratives, Faqir is able to present the personal and political dilemmas as 
interchangeablHDQGGHSHQGHQWRQWKHRWKHU¶VHIIHFW7KLVLVUHPLQLVFHQWRI5R\¶VThe God of 
Small ThingsLQZKLFKWKHSHUVRQDOLVWKHSROLWLFDOWKHVPDOOWKLQJVDUHWKH³ELJ´WKLQJVWKH
LQGLYLGXDO¶VVWUXJJOHLVWKHFROOHFWLYH¶VVWUXJJOH)DTLU¶VPillars of Salt, likH5R\¶VWH[WLV
preoccupied not only with native culture and patriarchy at home, but also with colonial contact 
and the effects of colonialism on both the individual and the collective.  
Narrative and Voice 
To begin with, Pillars of Salt chronicles the life and ill-fate of the protagonist, Maha, who 
belongs to a Bedouin tribe called Al-Qasim. 7KHSORWEHJLQVZLWKD6WRU\WHOOHU¶VQDUUDWLYHDPDQ
who is a foreigner, yet grants himself the authority to tell the story of the tribe. The narrative is 
arranged in such a delicate manner that there are three narratives, rather than one, as such three 
GLVWLQFWYRLFHVWKDWFRQVWLWXWHWKHZKROH7KHILUVWQDUUDWLYHLVWKH6WRU\WHOOHU¶VWKHVHFRQGLV
0DKD¶VDQGWKHWKLUGLV8P6DDG¶V7KHUHDUHPDQ\UHDVRQVIRUWKLVstrategic arrangement as my 
detailed textual analysis will reveal.  The events of the novel take place during and after the 
British mandate in Jordan, 1921 (3). Set against the backdrop of colonialism, tribalism, and 
patriarchy, the text aims to expose the damage that was done to the nation and the self, the 
brutalities and inhumanness that were part of the public and private spheres, and most 
significantly, the position of women as doubly marginalized.  Caught between a pre-colonial era 
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and colonialism, tradition and modernity, private and public, order and chaos, the female 
characters struggle to find a place amidst prevailing tensions. After years of struggling against 
patriarchy and colonialism, Maha is confined to a mental institution, where she meets a city-
dweller, Um Saad, who shares a similar fate. Although both women belong to different sections 
of society, and come from different backgrounds, they eventually occupy the same space: Fuhais 
Mental Hospital (7).  At the asylum, they are able to remember and recount their stories to each 
other as they voice their trauma. Throughout their articulation of their memories, they begin to 
develop a sense of sisterhood solidarity, forming an alliance against oppressive forces, namely, 
the English doctor who constantly subjugates them to electrotherapy. Maha and Um Saad are 
labelled DV³PDG´DQGWKH\DUHFRQILQHGWRWKHDV\OXPE\WKHPHQLQWKHLUOLYHVZKHUHWKH\ERWK
struggle to realize the power of the oppressive forces which worked to outlaw them, alienate 
them, and condemn them to insanity.   
7KHRSHQLQJOLQHDWWHPSWVWRHVWDEOLVKWKHDXWKHQWLFLW\RIWKH6WRU\WHOOHU¶VQDUUDWLYHE\
VWDWLQJ³,QWKHQDPHRI$OODKWKH%HQHILFHQWWKH0HUFLIXO&RQIRXQGQRWWUXWKZLWKIDOVHKRRG
QRUNQRZLQJO\FRQFHDOWKHWUXWK´1). Faqir uses the common opening line of any Quranic verse, 
DQGDOLQH0XVOLPVXVHZLGHO\³,QWKHQDPHRI$OODKWKH%HQHILFHQWWKH0HUFLIXO´7KLVOLQH
DWWHPSWVWRHVWDEOLVKWKHYDOLGLW\RIWKH6WRU\WHOOHU¶VQDUUDWLYHOLQNLQJKLPWRDQ,VODPLF
discourse, creating a non-negotiable space for him to speak his words, which the reader assumes 
would be truthful. Calling upon the name of Allah almost certainly lends a truthful aura to the 
6WRU\WHOOHU¶VWDOHDQGSHUVRQD1RWRQO\GRHVWKLVVSHFLILFOLQHDOOXGHto religious piety, but also it 
is used even before eating a meal, as though we are about to devour the novel, and must be 
thankful for its existence.  The novel appeals to all the senses, it is an enjoyable and rich meal, 




coming face to face with the disavowed, the arena of insanity, the uncanny, then there always 
remains the danger of abjection.  
Firstly, the Storyteller introduces himself by comparing his storytelling powers to those 
of Allah:  
I will recount to you a horrific story. During the month of Ramadan, Allah the Mighty 
.LQJUHYHDOHGWKH4XU¶DQPDQNLQG¶VJXLGHERRNWKURXJKWKHIRUHVWRIULJKWDQGZURQJ
But I, Sami al-Adjnabi, the best storyteller in Arabia and the oldest traveller in the 
Levant, will reveal to you the tale of Maha, unfold the multi-layered secrets of both path 
and present (1).  
7KURXJKRXWWKHQDUUDWLYHWKH6WRU\WHOOHUFRQWLQXHVWRGUDZXSRQ$OODK¶VZRUGVDQGSODFHVKLV
narrative as equal to Quranic revelations, as preciVHO\WKH³WUXWK´UDWKHUWKDQDFNQRZOHGJLQJ
multiple truths. His name, Sami al-Adjnabi reveals the following: first, the name Sami in Arabic 
GLIIHUVIURP6DPP\LQ(QJOLVK6DPLOLWHUDOO\PHDQV³HOHYDWHGRQH´$O-Adjnabi, his last name, 
WUDQVODWHVLQWR³WKHIRUHLJQHU´$VVXFKWKH6WRU\WHOOHULVDIRUHLJQHUWRWKHODQGVRPHRQHZKR
EHOLHYHVKLPVHOIWREHWKH³EHVWVWRU\WHOOHULQ$UDELD´DQGFRQVHTXHQWLDOO\VSHDNVfor Arabia. His 
YRLFHLVWKDWRIWKH2ULHQWDOLVW¶VDQGWKHSDWULDUFK¶V7KH6WRU\WHOOHURFFXSLHs a place both inside 
and outside Arabia; he is, in a sense, the English of the Arabs, similarly to Lawrence of Arabia.  
His alliance with the English is expressed indifferently:  
While trotting down to the village, I noticed that the plateaux were swarming with young 
English soldiers. They first arrived in the valley in the Year of the Lord 1921. My friend 
the English traveller, who turned over ever pebble on their plans and mountains, 
PHDVXUHGWKHODQGDQGWKHQWRRNQRWHVFDOOHGLWWKHµ0DQGDWH¶7KHLUFars and tanks 
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exhaled black smoke into the clear blue sky. I waved to the peeling red faces of the 
Mandate and continued walking. Mandate or no Mandate, I did not care (3).   
The audience is made aware of the colonization of the land, the pollution that had tainted the 
RWKHUZLVH³FOHDUEOXHVN\´7KHGHVFULSWLRQRIWKHFRORQL]DWLRQSURFHVVDVDPHFKDQLFDO
LQVSHFWLRQRIWKHODQGDQGVXEVHTXHQWQDPLQJRILWDV³0DQGDWH´RUODWHU³7UDQVMRUGDQ´LVWKH
first devastation of the land, the first transgression commiWWHGDJDLQVWQDWXUHDQGWKHQDWLYHV¶




attempt at re-writing the East and Eastern women. 'L\D0$EGR¶V³+RZWREHD6XFFHVVIXO
Double Agent: (Dis) Placement as Strategy in Fadia FaTLU´DQDO\VHVWKHXVDJHRI these three 




represents various oppressive voices, all the while causing tensions, gaps, and inconsistencies in 
the narrative. The Storyteller is a foreign voice, not quite English, yet not quite Arab, and not 
%HGRXLQ0DKD¶VQDUUDWLYHLVMX[WDSRVHGLQUHODWLRQWRWKH6WRU\WHOOHU¶VVSHDNLQJIRUKHUVHOIDQG






Only an Occidental could speak for Orientals, for example, just as it was the White Man 
who could designate and name the coloured, or nonwhites. Every statement made by 
2ULHQWDOLVWV«FRQYH\HGDVHQVHRIWKHLUUHGXFLEOHGLVWDQFHVHSDUDWLQJZKLWHIURP
coloured, or Occidental from Oriental; moreover, behind each statement there resonated 
the tradition of experience, learning, and education that kept the Oriental-coloured to his 
position of object studied by the Occidental-white, instead of vice versa (228).   
As Said suggests, the Occidental, the Orientalist traveller, was able to speak for the Oriental and 
LQVFULEHLPDJLQHGLGHQWLWLHVDQGH[DJJHUDWHGIODZV)DTLU¶V6WRU\WHOOHUVSHDNVQRWRQO\IRUWKH
Oriental but also for the silenced, subaltern women. His version of events greatly contrasts with 
WKHUHDOLWLHVRI0DKDDQGRWKHUZRPHQ¶VOLYHV%HFDXVHVWRU\WHOOLQJKHDYLO\GHSHQGVRQ
imagination, creativity, and fabrications, then it is safe to suggest that orientalist narratives were 
as equally unrealistic, at lHDVWIRUWKHSXUSRVHRI)DTLU¶VWH[W6DLGH[SODLQV³3DVVDJHVRI
narrative description regularly alternate with passages of re-articulated definition and judgment 
that disrupt the narrative; this is a characteristic style of the writing produced by Oriental 
H[SHUWV´6DLG¶VFRPPHQWDU\RQQDUUDWLYHGHVFULSWLRQVLVYLWDOWRXQGHUVWDQGLQJWKH
6WRU\WHOOHU¶VDFFRXQWRI0DKDDQGKHUWULEHDVKHFRQWLQXRXVO\LQVHUWVKLVRZQMXGJPHQW7DNH
IRULQVWDQFHKLVILUVWGHVFULSWLRQRI0DKD³6RPHVD\WKDW0DKDZDVas pious and pure as Rabia 
al-$GDZL\DWKHPRWKHURI6XILVDQG$OODK¶VFKRVHQVRQJVWUHVV«,VD\WKDW0DKDZDVDVKUHZ
ZKRXVHGWRFKHZWKHVKUHGGHGIOHVKRIPRUWDOVIURPVXQELUWKWRVXQGHDWK´5DELDDO-
Adawiya, as the Storyteller correctly describes her, was an important Sufi figure, but more 
VLJQLILFDQWO\PHQ³VRXJKWKHUDGYLFHRQOHJDOPDWWHUV«>DQG@VSLULWXDODGYLFHDQG
VXSSOLFDWLRQV«>PHQ@WUDQVPLWWHG5DELD¶VZRUGVRIZLVGRP´Early Sufi Women 74). The 





cockroaches, then died there and were thus consigned to oblivion. And who am I? Sami al-
$GMQDEL:KRDP,"´Faqir 4).  The Storyteller tries to maintain his authority as an objective 
outsider while positioning the Bedouins and Maha as objects. He must write them, speak for 
WKHPDVWKH\ZLOODOZD\VUHPDLQLQ³REOLYLRQ´6DLGUHIHUVWRWKLVWHQGHQF\WRGLPLQLVKWKH
$UDEV¶LQVLJKWIXOQHVVRUDQ\GHSWKWKDWWKH\PLJKWSRVVHVV³$VDFROOHFWLYHHQWLW\WKHQWKH$UDE
DFFXPXODWHVQRH[LVWHQWLDORUHYHQVHPDQWLFDOWKLFNQHVV´.  Said draws this conclusion from 
the works of many Orienalist travellersLQFOXGLQJ7(/DZUHQFH¶VWUDYHOGLDULHV-32).  The 
Storyteller repeatedly stresses his importance and his subjectivity, reminding us of his name, 
asking his audience and reminding them of his indispensable role as active agent, while all the 
³$UDEV´DUHDVVLJQHGWRWKHFROOHFWLYHDVPHUHREMHFWV+HVHHNVWREHWKHDXWKRULWDWLYHYRLFHRI
the Arabs, or specifically, the Jordanian Bedouins. Not only are they objects, but they threaten 
KLVYHU\H[LVWHQFHKLVVHQVHRIVHOI$WDFHUWDLQSRLQWLQKLVQDUUDWLYHKHSRQGHUV³:KDWZDV,
doing in that mad valley? Allah might strike the land again and bury us all alive underneath the 
HDUWK,PLJKWWXUQLQWRDSLOODURIVDOW´7KH6WRU\WHOOHU¶VTXHVWLRQDQGIHDURIWKH³PDG
YDOOH\´LVUHPLQLVFHQWRIWKH%ULWLVK(PSLUH¶Vpreoccupation with illness and madness as I have 
mentioned in Chapter One. TKH6WRU\WHOOHULVDIUDLGRIKLVDVVRFLDWLRQZLWKWKH³PDGYDOOH\´DQG
more significanWO\DIUDLGRIWXUQLQJLQWR³DSLOODURIVDOW´7KHODQGLVDVVRFLDWHGZLWKWKHELEOLFDO
VWRU\RI/RW¶VSHRSOHDVKHFRQWLQXRXVO\UHPLQGVXVEXWHYHQPRUHSHUVLVWHQWO\LVWKHLGHDRI
regression, constantly looking back, and immobilization. This takes us EDFNWR0DVDDG¶VQRWLRQ
of turath and modernity. If the coloniser, or the foreigner, or the Storyteller, or the Orientalist, 




misogynistic approaches through his commentaries.  The Storyteller is only concerned with 
0DKD¶VVWRU\KHUH[SHULHQFHVDVLVW\SLFDORI2ULHQWDOLVWVIRUZKRPZRPHQEHFRPHILJXUHVIRU
diagnosing the health and regression of the nation. Meyda <H÷HQR÷OX in Colonial Fantasies: 
Towards a Feminist Reading of Orientalism explores the correlation of the Orient with the 
female:  
7KH:HVWHUQVXEMHFW¶VGHVLUHIRULWV2ULHQWDORWKHULVDOZD\VPHGLDWHGE\DGHVLUHWRKDYH
access to the space of its women, to the body of its women and to the truth of its women. 
What explains such an obsession with the Oriental woman is the metonymic association 
HVWDEOLVKHGEHWZHHQWKH2ULHQWDQGLWVZRPHQ«7KHSURFHVVRI2ULHQWDOL]DWLRQRIWKH
2ULHQWLVRQHWKDWLQWHUPLQJOHVZLWKIHPLQL]DWLRQ«7KXVRQHFDQHDVLO\VHHWKDWZLWKLQWKH
symbolic economy of Orientalism, the typography of femininity as enigmatic, 
mysterious, concealing a secret behind its veil is projected onto the iconography of the 
Orient. The horror and threat of what is assumed to be hidden behind the 
Oriental/feminine veil is revealed in and by these representations (73).  
)DTLU¶V6WRU\WHOOer emerges as the self-orientalising Orientalist, who is both fascinated and 
repelled by the Orient and its women, one who needs access of this space which belongs strictly 
to women, but relies on his imagination when denied such access. <H÷HQR÷OX highlights the 
UHODWLRQVKLSEHWZHHQWKH:HVWHUQVXEMHFW¶VGHVLUHWRH[SORUHDQGSHQHWUDWHWKH2ULHQWDQGLWV
women. The Storyteller is presented as a voyeur, objectifying the female body. It is with that 
same fervour WKDWWKH6WRU\WHOOHU\HDUQVWRH[SORUH0DKD¶VOife, as the narrative reveals 








multiple perspectives, and many truths. Like Roy, Faqir is aware of the multiplicity of voice and 
multiple narratives. As discussed in the previous chapter on The God of Small Things5R\¶V
epigraph is a quotation from -RKQ%HUJHU³1HYHU DJDLQZLOODVLQJOHVWRU\EHWROGDVWKRXJKLW¶V
WKHRQO\RQH´ In the same way, Faqir uses the same narrative strategy: the multiplicity of voice. 
0DKD¶VQDUUDWLYHEHJLQVDWWKHPHQWDOKRVSLWDOZKHUH8P6DDGLVEURXJKWLQDVKHUQHZ





wonderful power of the maternal and the significance of mother-daughter relationships in her 
struggle against patriarchy and colonialism.  7KLVUHODWLRQVKLSLVVLPLODUWR5DKHO¶VUHODWLRQVKLS
ZLWKKHUPRWKHU$PPXLQ5R\¶VThe God of Small Things. The mother-figure symbolizes the 
mother country as I have discussed in the previous chapter. 0DKD¶VPRWKHUZHDUHLQIRUPHGKDG
GLHGRILOOQHVVDQXQNQRZQW\SHRISDUDO\VLV³7KHSHRSOHRI+DPLDGLGQ¶WNQRZWKHFDXVHRIKHU
LOOQHVV´8QOLNHWKH6WRU\WHOOHU¶VIDEULFDWHGYHUVLRQRI0DKD¶VPRWKHU¶VZLWFK-like qualities, 
Maha recalls her mother as wholesome and life-giving, until her death she continued to urge her 
WR³GULQNVRPHPLONSOHDVH´0LONV\PEROL]HVQRXULVKPHQWEXWHYHQPRUHVRWKHPDWHUQDO





QRWVHSDUDWHEXWELQGVPLON´$VVXFK0DKDLVIRUHYHUERXQd to her dead mother. Not 
only does the power of the maternal reside within her, as she continuously refers to herself as her 
PRWKHU¶VDQGJUDQGPRWKHU¶VRIIVSULQJEXWDOVRVKHLVFDXJKWEHWZHHQWKHSDVWDQGWKHSUHVHQW
turath and modernity, individuality and the collective.   
At the asylum, Maha is able to narrate her story and the reader is exposed to the tensions 
between turath and modernity, self and society, and her quest for identity. Her story is set up 
using flashbacks and memories of the past intertwined with her present.  When Maha first meets 
WKH³WZLQRI>KHU@VRXO+DUE´VKHLVFDXJKWEHWZHHQKHULQQHUPRVWGHVLUHVDQGthe pressures of 
conformity and turath+DUE¶VQDPHWUDQVODWHVLQWRZDUZKLFKLVYHU\V\PEROLFDQGIRUHVKDGRZV
WKHXSFRPLQJZDUEHWZHHQWKH%HGRXLQVDQGWKH(QJOLVK)DTLUFRQWUDVWV+DUE¶VPDVFXOLQLW\
with that of the foreign Storyteller; Harb is gentle, kind, and respectful. Upon first meeting 
Maha, Harb wants to meet with her at night, and promises that he will marry her. Her first 
reaction is to ask him if he is mad, and afterwards begins to question her position as a woman in 
relation to other women of WULEH³7KHZRPHQZKRORYHGP\EURWKHU'DIIDVKZKRVQHDNHGRXW




was a Bedouin woman, free like a swallow and as courageous as my grandmother Sabha. I 
VKRXOGKDYHOLVWHQHGWRWKHFDOORIP\KHDUW´7KLVILUVWLQWHUQDOFRQIOLFWLVVRRQUHVROYHG
when Harb in fact proposes, and Maha agrees to his proposal, thinking once again, that her 
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PRWKHU³ZDVright...He proposed to mHEHFDXVH,VDLGQR´,QWKLVSDUWLFXODUVLWXDWLRQ




find a place for herself, for her sense of subjectivity without undermining either tradition or 
modernity. Maha is not a passive, meek woman; she is able to question tradition and find various 
IODZVZLWKWKHWULEH¶VXQGHUVWDQGLQJRIUHODWLRQVKLSVEHWZHHQPHQDQGZRPHQWKHcoloniser and 
the colonised, and resists notions of subordination to local men and the coloniser.  An example of 
her confrontation with turath and modernity arises when she is suddenly not allowed to spin on 
KHUHQJDJHPHQWQLJKWDVVKHKDGEHHQXVHGWRZRUNLQJRQKHUJUDQGPRWKHU¶VDQGKHUPRWKHU¶V
unfinished FDUSHW7KHZRPHQRIWKHWULEHUHVWUDLQKHUIURPZRUNLQJRQWKHFDUSHW³0\SDOPV
started itching for the spinning-ZKHHO«,ZDVQRWDOORZHGWRVSLQRQHWKUHDGWKDWQLJKW«>7KH\@
insisted that spinning on the night of your engagement was a bad omen. I was not allowed to spin 
RQHWKUHDGWKDWQLJKW´7KHUHLVQRWKLQJWKDWVKHFDQGRLQWKHIDFHRIVXFKDWUDGLWLRQDQG
KHUIUXVWUDWLRQLVH[SUHVVHGWKURXJKWKHUHSHWLWLRQRIWKHZRUGV³,ZDVQRWDOORZHG´2QKHU
wedding night, the women sing the traditional wedding song, a cherished part of their turath:  
 Our bride is green, green.  
 Her cheeks like apples. 
 Sprinkle jasmine flowers. 





was neither green nor apple-OLNH«0\EDFNPXVFOHVDFKHGZLWKH[KDXVWLRQ,HQWHUHGWKHWHQWVDW
RQWKHWKLFNFDUSHWDQGVWUHWFKHGP\VWLIIOHJV´Maha is able to ridicule the traditional song 
and refute its validity, and by theory of extension, refute many traditional values that contradict 
her reality.  Once she is inside the tent with her husband, Harb, there is yet another tradition to 
overcome, another obstacle she must face and negotiate. This obstacle, unfamiliar to the Western 
reader is referred to as leilat-al-dukhla, which roughly translates into the night of penetration, or 
WKHZHGGLQJQLJKW7KHSUHRFFXSDWLRQZLWKWKHEULGH¶VYLUJLQLW\FKastity, and honour is part of 
the wider tradition and turath of gender roles. Lila Abu-Lughod explains in Veiled Sentiments 
how women are expected to behave: 
The good bride screams when the groom comes near her and tries to fight him off. She is 
admired for her unwillingness to talk to the groom or answer any of his questions, as 
reported by the young men who listen outside the window on the wedding night. Even 
PDUULHGZRPHQPXVWGHQ\DQ\LQWHUHVWLQWKHLUKXVEDQG«0RGHVWZRPHQPDVNVH[XDORU
romantic attachPHQWV«0HQ¶Vhonour DOVRUHVWVRQWKHLUPDVWHU\RIµQDWXUDO¶SDVVLRQV
and functions, including sexuality (154-55).  
Abu-/XJKRG¶VVWXG\LVLQVLJKWIXODQGKHOSIXOIRUVLWXDWLQJ0DKD¶VQDUUDWLYHDOEHLWDQ
anthropological study, it helps explain the burden of honour, the production and maintenance of 
sexuality and behaviour in Bedouin society. Women carry the burden within their bodies, the 
burden of being virginal, pure, innocent, yet at the same time strong enough to fight the groom 
RII7KHLGHDRI³WKHJRRGEULGH´LVHQJUDYHGZLWKLQVRFLHW\DQG0DKDIHDUVQRWOLYLQJXSWRWKH
expectations and definitions of womanhood:  
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All the members of the tribe would wait outside the door for proof of my virginity. 
Young girls, young boys, half-naked children, toothless old men, and horsemen were all 
thirsty for my blood. My heart started beating fiercely. What would he do to me? (44) 
Although Maha fears what Harb might do to her, whilst simultaneously recognizing the 
significance of the night, Faqir manages to create a twist of events, rendering Harb unable to 
SHUIRUPEHFDXVHRIKLVPRWKHU¶VQDJJLQJDQGNQRFNLQJRQWKHGRRU³&RPHRQVRQ«WKHZKROH
WULEHLVZDLWLQJ6KDPHLQP\ROGDJHLVDOVRZDLWLQJ´+DUE¶VPRWKHU7DPDPHPERGLHV
tradition and turath, constantly SHVWHULQJDQGLQYDGLQJRQH¶VSULYDWHVSDFH7KHSULYDWHDQGWKH
SXEOLFDUHLQWHUWZLQHGDQGWKHUHLVYHU\OLWWOHURRPIRUDQ\³QDWXUDO´VH[XDOIUHHGRPDV
everything is tied down to meanings of honour and shame. Maha becomes a political and social 
agent at that very moment of immobilization that Harb faces:   
I was thinking of my honour. I was a virgin: I had the blood in me, but Harb was the one 
to spill it. Harb was the one who was supposed to prove that I was a virgin. What if they 
were never given the sheet with blood on it? They will think I had no honour. The shame 
RILWZLOONLOOP\IDWKHU«,VXGGHQO\VPLOHGDQGVDLGµ:HFDQIRROWKHP«3ULFNP\OLWWOH
ILQJHUZLWKWKHHQGRI\RXUGDJJHU¶«,VQDWFKHGWKHGDJJHUDQGQLFNHGWKHWLSRIP\
finger (45).  
)DTLUDGGVGHSWKWR0DKD¶VFKDUDFWHUGXULQJWKLVFDUHIXOO\ZRYHQVFHQH$OWKRXJKLWLVD
traditional and straight-forward scene relating the events of the wedding night, and it is quite 
familiar to Eastern readers, it becomes defamiliarized and placed in a different context: in the 
hands of a Bedouin woman who must subvert traditional notions of gender performance. Maha 
hands Harb the dagger but he is unable to harm the woman he loves, and she ends up pricking 
her own finger and handing him the sheet of blood to show to the crowd lingering outside.  Harb 
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is presented as a nurturing, emotional partner, contrary to popular belief regarding the Arab or 
Bedouin man as oppressive. He turns to Maha for help, letting go of his pride as a man and 
reaches out to her, SURFODLPLQJ³,MXVWFDQQRWKXUW\RXRQRXUZHGGLQJQLJKW´0DKDDQG
Harb manage to satisfy the crowd, as Maha is able to overcome the restrictions of tradition by 
resisting them silently, through manipulation and wit.  
 Abu-Lughod explains that a gooGEULGHPXVWUHVLVWKHUKXVEDQG¶VDGYDQFHVDQGFRQWLQXH
to behave modestly, for this is the concept of hasham which is central to Bedouin ideology. As 
an Arabic speaker, and also quite familiar with Bedouin dialect, I am able to understand Abu-
/XJKRG¶VKHVitancy when she attempts to translate the word:  
In the leading dictionary of modern standard Arabic, various words formed from the 
triliteral root hashama are translated by a cluster of words including modesty, shame, and 
shyness. In its broadest sense, it means propriety. It is dangerous to accept any one of 
these terms, however, lest we prematurely assume that we understand what the Awlad 
µ$OLPHDQ 
As a cultural and ideological term which cannot simply be translated with attention to philology, 
hasham needs to be contextualized.  Hasham is inextricably linked to the dominant concept of 
honour. To lack hasham, one enters the realm of shame or at the very least, crosses over from the 
privileged sphere of honour in the honour/shame dichotomy. As such, hasham is a concept which 
stems from turath and is deeply embedded in Bedouin ideology and culture. Even with 
modernization, hasham UHPDLQVDQLQWHJUDOSDUWRID³JRRGZRPDQ¶V´LGHQWLW\DQGVHOI-worth. 
The distinction between good woman/bad woman is apparent and endorsed through this concept 
of regulating sexualities, desires, and performances. Maha struggles to negotiate her place and 
identity within the above mentioned dichotomies. There is very little room between good 
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woman/bad woman, and she finds it very difficult to expel internalized patriarchal ideologies of 
hasham DQGSURSHUIHPLQLQLW\)DTLUDOORZVWKHUHDGHUWRZLWQHVV0DKD¶VLQWHUQDOFRQIOLFW³,





men. The voice of the maternal and the existence of the maternal, her mother, and other motherly 
ILJXUHVDUHDOZD\VFHQWUDOWR0DKD¶VSURJUHVVRr static stillness as a character.  Maha asks Harb 




traditional values imposed on women and begins to take an active role as a socio-political agent. 
She begins to place emphasis on her body, allowing it room to exist and be listened to, without 
the burden of shame and hasham0DKDLVDEOHWRH[SHULHQFHWKHHURWLFDQGHPEUDFHLW,Q³8VHV
RIWKH(URWLF7KH(URWLFDV3RZHU´$XGUH/RUGHH[DPLQHVWhe way the erotic has been repressed 
DQGVXSSUHVVHGHVSHFLDOO\IRUZRPHQ6KHH[SODLQV³)RUZRPHQWKLVKDVPHDQWDVXSSUHVVLRQ
of the erotic as a considered source of power and information within our lives. We have been 
taught to suspect this resource, YLOLILHGDEXVHGDQGGHYDOXHGZLWKLQ:HVWHUQVRFLHW\´
Lorde deals specifically with Western society, but her analysis is easily applied to Eastern 
society, and even more specifically to this certain instance of the erotic as experienced by Maha. 
Lorde explains further:  
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As women, we have come to distrust that power which rises from our deepest and 
nonrational knowledge. We have been warned against it all our lives by the male 
ZRUOG«%XWWKHHURWLFRIIHUVDZHOOUHSOHQLVKLQJDQGSURYRFDWLYHIRUFHWRWhe woman who 
does not fear its revelation (277-78).  
As Lorde suggests, the erotic is capable of opening a world of possibilities, a sort of self-
discovery takes place and revelations are presented. The erotic is also part of Catherine and 
+HDWKFOLII¶VSDVVLRQDWHERQGDVZHOODV$PPX¶VDQG9HOXWKD¶V7KLVPHUJLQJEHFRPLQJRQH
and embracing the other is another form of agency. )RU0DKDWKLVLVFOHDUO\WKHFDVH³0\LQQHU
soul reached out to touch the sky and bowed down to kiss the sea. I felt content with the gift of 
OLIHDQGIRUJDYHWLPHIRUDOOWKHPLVHULHVLWKDGLQIOLFWHGXSRQPH«WKHULYHURI-RUGDQZKLFK
SRXUHGLWVVZHHWZDWHUVLQWRWKH'HDG6HDVDQJWRWKHWXQHVRIP\ORYH´-4). Lorde points out 
WKDWZKHQWKHHURWLFLVUHFRJQL]HGLI³UHFRJQL]HGDWDOO´WKHQLWLV³UHOHJDWHGWRWKHEHGURRP´
(280). Again, her analysis applies to Western society and culture. However, in Bedouin culture, 
WKHHURWLFLVKDUGO\HYHUUHFRJQL]HGHYHQLQWKHEHGURRPDQGWKHUHIRUH0DKD¶VH[SHULHQFHRIWKH
erotic is a social and political act of agency and endows her with power. It undermines and 
threatens turath, hasham, and social restraints.  
 7KH6WRU\WHOOHU¶VYHUVLRQRI0DKD¶VH[SHULHQFHRIWKHHURWLFGLIIHUVHQWLUHO\$VDQ
Orientalist and patriarchal voice, he disdainfully severs the beauty of the erotic and the love 
between Maha and Harb. He watches them as mere objects, rather than subjects, there for his 
RZQHQWHUWDLQPHQW³3UHSDUH\RXUVHOIIRUVRPHIXQ+DUENLVVHGKHUDQGSXOOHGKHUFORVHUWR
KLP«,IWKH\KDGVHHQPH+DUEZRXOGKDYHVKRWPH+D+D+D´)DTLUSUHVHQWVWKH
Storyteller in an indecent and inappropriate light, exposing the Orientalist as a voyeur; a 






Maha, the Arab, the Bedouin woman in opposition to the Englishwoman, for she is the standard 
of beauty and femininity.  Not only does she become an object, but when he does attempt to give 
her a voice, or make a subject out of her, he deforms her entire humanity, making her into a 
monstrous figure:  
Hand in hand they immersed their bodies into the water. All the jinn and demons were 
flying freely in that devil-accursed land. She started pushing him down as if trying to 
GURZQKLP«$ILHUFHVWUXJJOHWRRNSODFHEHWZHHQWKHP«+HZDVUHVLVWLQJKHUVSHOOE\
pushing his head out of the water. She trying to capture his soul by immersing him in that 
sea of demons (61).  
7KH6WRU\WHOOHUODEHOVWKHODQGDVD³GHYLO-DFFXUVHGODQG´DQG0DKDLVlabelled as a monstrous 
witch who is capable of possessing men. The power of the erotic is stolen from Maha in his 
YHUVLRQDQGLWEHFRPHVGLVILJXUHG7KH6WRU\WHOOHU¶VGLVWRUWHGYHUVLRQUHGXFHV0DKD¶V
experience and he projects his misogynistic beliefs onto her, labelling her a witch. As Jane 
Ussher explains in :RPHQ¶V0DGQHVV, since the seventeenth century men have considered 
women to be virgins or whores, good women or witches, and grey areas did not exist. Western 
society labelled and marginalized women who werH³RXWVLGHRIWKHFRQWUROVRIDUHODWLRQVKLS
ZLWKDPDQ´DQGVDZWKHPDV³WKUHDWV´WRWKHVRFLDORUGHU7KH6WRU\WHOOHUGHVFULEHV0DKDDV
D³VKH-GHPRQ«WDXJKWZLWFKFUDIWE\+DUXWDQG0DUXWWKHDFFXUVHGDQJHOVDQGPDVWHUVRIEODFN
magic. She used to spLQDQGUHFLWHVSHOOVDOOQLJKWORQJ´8VVKHUH[SODLQVWKDWZRPHQZHUH





considered a witch. Sexuality, womanhood and witchcraft became synonymous. The combined 





rearranges the events in a way that oppresses, exoticizes, and degrades the colonised woman. 
7KH6WRU\WHOOHU¶VHURWLFL]LQJRIWKH2ULHQWUHVRQDWHVZLWK6DLG¶VGHVFULSWLRQRI)ODXEHUW¶V
LQIDWXDWLRQZLWKWKH2ULHQWDQGWKH³DOPRVWXQLIRUPDVVRFLDWLRQEHWZHHQWKH2ULHQWDQGVH[,Q
making this association Flaubert was neither the first nor the most exaggerated instance of a 
UHPDUNDEO\SHUVLVWHQWPRWLILQ:HVWHUQDWWLWXGHVWRWKH2ULHQW´)DTLUZHDYHVWKLVPRWLI
carefully into the text¶VMX[WDSRVHGSUHVHQWDWLRQVRIWKH6WRU\WHOOHU¶VDVZHOODV0DKD¶VQDUUDWLYH. 
Faqir has managed to make the audience realize the fallaFLHVRIWKH6WRU\WHOOHU¶VYHUVLRQZKLFKLV
built entirely on personal, projected fantasies onto the figure of an Eastern woman.    
 Although Maha is happily married to Harb, both her public and private life provides no 
stability. War and British imperialism remain factors that threaten her sense of self, while the 
SULYDWHVSKHUHGRPHVWLFLW\DQGVRFLHW\¶VH[SHFWDWLRQVRIKHUVWDUWGULYLQJKHULQWRGHSUHVVLRQ
and self-annihilation. She feels confined to the house she is living in with Harb and her mother-
in-ODZ7DPDP³,ORRNHGDW+DUE¶VKRXVHDQGLWVVPDOOZLQGRZV,WZDVIXOORIFRUQHUVDQGRXUV
KDGQRQH0\PRWKHUGLGQRWOLNHWULDQJXODUVKDSHV«,PXVWJHWXVHGWRVKDUSDQJOHVIRUWKHVDNH
RIP\QHZO\ERUQORYH´7KHWULDQJXODU-shaped house is compartmentalized and is symbolic 
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of the oppression she goes through: patriarchy, religion, and colonialism.  Initially, Maha had 
passed the virginity test, but then the village expects her to fulfil her role as a woman by proving 
her fertility. Since she fails to do so immediately, she is scrutinized and is labelled less of a 
woman. Her self-image begins to deteriorate and she begins to despise her body for failing her: 
Oh how I hated the sight of my menstrual blood sticking out its tongue to me every 
twenty-eigKWGD\V«<HV0DKD¶VERG\ZDVDVVPDOODVHYHUKHUEUHDVWVZHUHDVOLPSDV
HYHU«,VSHQWP\GD\VHDWLQJGULQNLQJDQGVOHHSLQJ0\ERG\SUHIHUUHGWRKDYHLWVRZQ
way and give me a sign of my bareness every month, letting loose the merciless 
WRQJXHV«,ZDVbesieged by fertility, ripe fruit and children playing in the yard all day 
long. Aunt Tamam saw them as a reminder (67-8).  
$V0DKD¶VERG\EHJLQVWRIDLOKHUVKHLVEHVLHJHGQRWRQO\E\H[SHFWDWLRQVRI³IHUWLOLW\´EXWDOVR
by self-hatred and self-consciousness. Her entire identity as a woman is called into question. She 
VFUHDPVDWKHUKXVEDQG³,DPQRWEDUUHQ'R\RXKHDUPH"´6KHEHJLQVWRVSLUDO
GRZQZDUGVEHFDXVHRISDWULDUFK\DQGVRFLHW\¶VGHILQLQJRIKHUDVHLWKHUDJRRGZRPDQRUDEDG
woman in relation to fertility/barrenness. Her thoughts are occupied with worry and she is panic-
VWULFNHQ³+DUEZRXOGQRWOHDYHPHLI,IHGKLPSURSHUO\DQGWRRNJRRGFDUHRIKLP,ZDV
FKLOGOHVVDQGPXVWEHDSHUIHFWKRXVHZLIHDQGPLVWUHVV´+HUVHOI-esteem is reduced and she 
IHHOVQRWRQO\REMHFWLILHGEXWDOVRJUHDWO\VKDPHG(YHQKHUKXVEDQG¶VFRPSDQLRQVVSHDNRIKHU
³EDUUHQQHVV´DVWKH\HTXDWHKHUZLWKD³ULIOH´WKDWGRHVQRWVKRRWDQGPXVWEHUHSODFHGZLWK
another (70). Abu-/XJKRGH[SODLQVZRPHQ¶VIXQFWLon in a Bedouin society as follows: 




VH[XDOLW\LVZKDWGHILQHV\RXQJHUZRPHQDVIHPDOHV«7Krough sexuality and pregnancy, 
women lose control over their own bodies (132-33).  
Maha becomes increasingly tied down to domesticity and obsesses over her fertility because she 
needs a sort of self-affirmation, a place to belong, a home to belong to without being reduced to a 
PHUHERG\SDUWWKHZRPE+RZHYHUEHFDXVHRIWKHJUHDWYDOXHSODFHGRQZRPHQ¶VDELOLW\WR
reproduce, her use-value plummets and she is unable to negotiate for herself an identity that is 
separate from motherhood.  In The Hidden Face of Eve, Nawal El Saadawi explains the lack of 
self-ownership for a woman; a woman does not own her body when she suffers from various 
methods of brutalization of her body. El Saadawi is concerned with female circumcision, but also 
considers the significance of fertility and the measures society takes to ensure and regulate 
UHSURGXFWLRQ³7KHZRPDQKDVORVWUHDORZQHUVKLSRIKHURZQERG\LWKDYLQJEHHQWDNHQRYHUE\
the State, which, in modern society, has inherited much of the authority and functions which at 
RQHWLPHVZHUHWKRVHRIWKHIDWKHULQWKHSULPLWLYHSDWULDUFKDOV\VWHP´(O6DDGDZLIRFXVHV
on the role of the State and modern society in opposition to the individual. Public transgressions 
RIWKH6WDWHDQGVRFLHW\DIIHFWWKHLQGLYLGXDO¶VRZQSUivate space and inner balance, as is 
DSSDUHQWLQ)DTLU¶VWH[W0DKDLVVLWXDWHGLQWKH³SULPLWLYHSDWULDUFKDOV\VWHP´EXW(O6DDGDZL
GRHVQRWIDLOWRUHPDUNWKDWHYHQWKDWV\VWHPLVXQFDQQLO\VLPLODUWR³PRGHUQVRFLHW\´0DKD
finally takes initiative and decides to seek the help of Hajjeh Hulala, a woman who acts as a sort 
RIKHDOHUZKRXVHVKHUEVEXWLVDOVRWKHGDXJKWHURIDVRUFHUHU0DKD¶VPRWKHU-in-law supports 
her and is relieved when Maha finally decides to get help. Of course, Tamam does not doubt for 
RQHVHFRQGWKDWLWLV0DKDZKRLV³EDUUHQ´DQGQRWKHURZQVRQ7KLVLV\HWDQRWKHUH[DPSOHRI
SDWULDUFK\DQGWKHWROOLWWDNHVRQZRPHQ¶VVHOI-image and their quest for self-affirmation and 
LGHQWLW\%HFDXVH0DKDQHHGV+DUE¶VDSSURYDODQGIHHOVWKUeatened that he may take a second 
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wife, she decides to let her body be at the mercy of herbal treatments which prove to be 
unceasingly painful. At first, she is extremely uncomfortable and embarrassed about having 
another woman touch her, but she is forced to overcome her uneasiness and allow Hajjeh Hulala 
WRLQYDGHKHUERG\KHUSULYDWHVSDFHLQWKHQDPHRIULGGLQJKHURI³HYLOVSLULWV´7KLV
LQYDVLRQRI0DKD¶VSULYDWHVSDFHLV\HWDQRWKHUIRUPRIRSSUHVVLRQVKHHQGXUHV7KHUHDGHULV
informed that Maha resists this invasion but is unable to stand firm in the face of Hajjeh Hulala 
and Tamam. Hajjeh Hulala inserts a sack of herbs inside of Maha, which she is supposed to leave 
LQIRUWKUHHGD\V³7KHMXLFHVUDQXSWRP\EUDLQDQGVFDOGHGLW,KDGWRNeep that thing in for 
WKUHHGD\V«7KHILUHZDVWRRPXFKWRSXWXSZLWKVR,EHJJHG7DPDPWRFRYHUWKHZLQGRZZLWK
DVDFN´7KHDJRQ\0DKDHQGXUHVLVHYLGHQWDVKHUWKRXJKWVDUHILOOHGZLWKUHVHQWPHQWDQG
anger towards women, patriarchy, and even motherhood: 
7KH\PXVWHDWGXQJ$OORIWKHP7KH\ZDQWHGFKLOGUHQIURPWKHPLONLQJFRZ«7KH\
dragged me to the bed and tucked me under the blanket. I threw the blanket off with all 
WKHVWUHQJWK,KDGDQGVSDWRQWKHIORRU,PXVWSXOOWKHVDFKHWRXW«,VWXFNP\Iingers 
LQWRWKHWURXVHUVEXWWZRWKLQKDQGVVWRSSHGPHIURPSXOOLQJWKHKHUEVRXW«,GLGQRW
want children. I was barren (75).  
The physical pain mirrors the emotional instability that she faces. Maha is robbed of her body, 
just as her ability to be an active political agent is constantly repressed.  
Socio-SROLWLFDODJHQF\EHJLQVWRSUHRFFXS\0DKD¶VWKRXJKWVDQGWKHZD\VKHGHILQHV
herself, both privately and publicly. Maha needs to prove her fertility, to bear a son for Harb, not 
only because of patriarchal oppression and expectations, but more importantly, because of her 
QHHGWREHSROLWLFDOO\DFWLYH0DKD¶VJHQGHUVWRSVKHUIURPWDNLQJSDUWLQWKHZDUDJDLQVWWKH
English, yet she wishes she could join her husband and the PHQRQWKHEDWWOHILHOG0DKD¶V
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identity is called into question, as it is not enough for her to be merely a womb; she feels she is 
FDSDEOHRIGRLQJPRUHIRUKHUWULEHDQGIRUKHUKXVEDQG³7KHYLOODJHZRXOGQ¶WDOORZPHWRMRLQ
Harb on the battleground, Harb needed my support. How could I fight the English? I must do 
DQ\WKLQJWRJHWSUHJQDQW´0DKD¶VUHODWLRQVKLSZLWKKHUKXVEDQG+DUELVQRWRQHRIVKHHU
domination and he is not a domineering presence in her life. He provides her with love and 
security, and at the same time, a certain degree of independence which the village does not allow 
her. For instance, he gives her the right to see her father whenever she pleases, unlike his mother 
Tamam, and the rest of the village, who believe that a woman should stay at home (84). Harb is 
GHSLFWHGDVDJRRGPDQ0DKD¶VORYHDQGDVVKHEHOLHYHVKHUHTXDOIRULWLVVKHZKRWHOOVKLP
³+DUE,DP\RXUVXSSRUWHU´,QKHUSULYDWHVSKHUH0DKD¶VOLIHLVQRWWDLQWHGDQGRSSUHVVLYH
it is spiritual and liberating, however, it is the public sphere that continues to threaten her state of 
PLQGDQGKHULQQHUEDODQFH7KH6WRU\WHOOHU¶VLPSRVLWLRQRQKHUOLIHWKURXJKWKHH\HVRID
patriarch and Orientalist allows the reader to witness the discrepancies and inconsistencies 
between what Orientalists believed took place and what really happened. For example, he relays 
0DKD¶VSDLQIXOH[SHULHQFHZLWK+DMMHK+XODOD¶VKHUEDOSRWLRQVDVRQHILOOHGZLWKHURWLFLVP
³+XODODWKHGDXJKWHURIDZHOO-NQRZQ0RURFFDQVRUFHUHU«VWXFN her head between the lean 
thighs of the barren bride. The sound the bride uttered was like the purrs of a cat lying in the 
ZDUPVXQVKLQHEHLQJUXEEHGXSRQLWVEHOO\«'HI\LQJDQG\LHOGLQJVRXQG´)DTLUWDFWIXOO\
HPSOR\VWKH6WRU\WHOOHU¶VIDEULFDWLRQVDnd fantasies to shed light upon the untruths depicted as 
WKH2ULHQW¶VWDOHVDQGUHDOLWLHVZKLOVWVLPXOWDQHRXVO\MX[WDSRVLQJ0DKD¶VYHUVLRQRIHYHQWVWKH
VXEDOWHUQ¶VZLWKKLVQDUUDWLRQRIHYHQWV$V6DLGWHOOVXVLQOrientalism, the Orientalist occupied 
a certain space which allowed him to unravel the Orient and speak for Orientals:   
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What he says about the Orient is therefore to be understood as description obtained in a 
one-ZD\H[FKDQJHDVWKH\VSRNHDQGEHKDYHGKHREVHUYHGDQGZURWHGRZQ«$QGZKDW
he wrote was intended as useful knowledge, not for them, but for Europe and its various 
disseminative institutions. (160)  
Thus, the Storyteller, the self-orientalising Orientalist, is able to remould events and ideas, 
stories and realities, and present them WRWKHZRUOGDVWKH³WUXWK´ 
 0DKD¶VSULYDWHOLIHLVDIIHFWHGZKHQ+DUEGLHVEXWLQ+DUE¶VGHDWKWKHSXEOLFVXIIHUVWRR
and his death functions as an allegory for the death of the nation. Harb had always been a 
warrior, always at war, yet he had lost the war, just like the Bedouins had lost the war, and Maha 
KDGORVWKHUZDUZLWKERWKSDWULDUFK\DQGFRORQL]DWLRQ)DTLUPDQDJHVWRSUHVHQW+DUE¶VGHDWKDV
both emotionally crippling to Maha and politically devastating, leaving her both distraught and 
vengeful towards the colonisers. The death of war itself, the death of anti-colonial resistance is 
V\PEROL]HGWKURXJK+DUE¶VGHDWK7KHSULYDWHSROLWLFVLQWHUWZLQHZLWKWKHSXEOLFSROLWLFV7KH
QHZVRI+DUE¶VGHDWKDORQJZLWKDOOWKHRWKHU%HGRXLQPHQZKRKDYH fought the English, is 
brought to Maha by her friend, Nasra. Nasra, whose name ironically means victory, is the bearer 




language of the desert, the language and imagery of the Bedouins, specifically the eagles, as a 
way to describe the unfamiliarity of colonization to the land and the difference in military 
machinery and weapons. The colonisers possessed stronger and more advanced weapons and 




public and private space. The public and the private, the political and the personal intertwine and 
are inseparable. Even the Storyteller is able to acknowledge this intersection, although he still 
PDQDJHVWRGLVILJXUH0DKD¶VWDOH³7KHHDUWKVKRRNDVLIVWUXFNZLWKDQHDUWKTXDNHZKHQ0DKD
heard that her husband+DUERI4DVLPZDVVODXJKWHUHGOLNHDVKHHS´$OWKRXJKWKH
Storyteller depicts her as a sorceress, a witch, and evil, Maha is always associated with the land, 
the earth, nature, and the coloniserVDUHDVVRFLDWHGZLWKPRGHUQL]DWLRQ+DUE¶VGHDWKVLgnifies 
the loss of security and the loss of a home for Maha and for the rest of the tribe.   
 Throughout the text, weaving is a central motif; weaving is a form of expression of 
individuality and a creation of a female space that is not inhabited by colonialism or patriarchy.  
0DKDHQWHUVLQWRKHUUHDOPRIREVHVVLYHZHDYLQJRIKHUJUDQGPRWKHU¶VDQGKHUPRWKHU¶V
unfinished carpet. Whenever she is faced with conflict, she begins to weave, as this the only 
space reserved entirely for her, and it helps re-create a connection with the maternal.  After 
+DUE¶VGHDWKVKHEHJLQVWRZHDYHDQGVSLQPDGO\³,FRXOGQRWEHDUGHSDUWXUHV,IRQO\SHRSOH
could spin some harmony in the threads of their life. If only, I started slapping my face and 
\DQNLQJP\KDLU´1asra informs her that the people of the village are referring to her as 
³PDG´DQG0DKDDJUHHV\HOOLQJWKDWVKHLVPDGZLVKLQJWKDW+DUEFRXOGKHDUKHU+HU
episodes of frantic weaving also relates to a need to hold onto the past and turath, to the 
maternal, her grandmother and her mother. When Maha weaves, she finds comfort, solidarity, 
and her heritage.  The unfinished carpet is the voice of her grandmother, her mother, and all 
women before them, a story she must complete, a voice that must be heard. Weaving is 
predominantly linked to a female space, a space reserved only for women and female expression 





accomplished something, that this is not only a personal, private act, but it also public and 
SROLWLFDO³+HZRXOGJURZXSWREHWKHEHVWKRUVHPDQLQWKHWULEHDQGSURWHFWRURIRXUGZHOOLQJ´
(143). Maha is able to express political resistance through the act of giving birth to a son. The 
Storyteller, of course, fears Maha as well as her son. He refers to Mubarak aVWKH³VRQRIWKH
%ODFN:LGRZ´7KHLPDJHRIWKH%ODFN:LGRZLVQRWIDPLOLDUWRWKH$UDEVRUWRWKH
Bedouins. It is a western image that only Arabic speakers familiar with the West would be able 




pure but Maha of Qasim was foul and evil. Her husband was dead and had not mounted 
KHUIRUPRQWKV+RZKDGVKHFRQFHLYHGDQGZKRZDVWKHXQIRUWXQDWHIDWKHU«+HUEHOO\
was getting bigger and bigger and the deformed creature inside her was growing (139) . 
The Storyteller brands both Maha and Mubarak, whose name translates into blessed, as cursed 
and demonic creatures. His reference to the Virgin Mary possibly reflects on his own Christian 
background, and his lack of Islamic knowledge is evident. He uses the name of Allah, yet 
0XVOLPVGRQRWDFNQRZOHGJH-HVXVDVWKH³VRQRI$OODK´)DTLU¶VXVDJHRIWKH6WRU\WHOOHU¶VODFN
of knowledge illustrates his hybrid state, his pretences, and his inability to speak for the subaltern 
or the other.  





ideologies that work together to subjugate and oppress women. Daffash, whose name translates 
LQWR³SXVKHU´LVDIRUFHWKDWHPERGLHVSDWULDUFKDORSSUHVVLRQVRPHRQHWKDWSXVKHV0DKDDURXQG
and eventually destroys her. Throughout the text, Faqir presents Daffash as a patriarch, a rapist, 
DQGD³PLGGOHPDQ´WRERUURZIURP Aimé Césaire. Faqir characterizes Daffash carefully, 
presenting him as the colonisHU¶VSXSSHWLQIDWXDWHGZLWKDQ\WKLQJ(Qglish and pining for the 
colonisHU¶VDSSURYDO$LPp&pVDLUH¶VDiscourse on Colonialism examines the relationship 
between the coloniser and the colonised as follows:  
Between coloniser and colonised there is room only for forced labour, intimidation, 
pressure, the police, taxation, theft, rape, compulsory crops, contempt, mistrust, 
arrogance, self-complacency, swinishness, brainless elites, degraded masses. No human 
contact, but relations of domination and submission which turn the colonizing man into a 
classroom monitor, an army sergeant, a prison guard, a slave driver, and the indigenous 
man into an instrument of production (178).  
For Césaire, the relationship between coloniser/colonised is one a of master/slave dichotomy, 
based on domination and submission.  My concern is this concept of submission, which Faqir 
H[SORUHVWKURXJK'DIIDVK¶VFKDUDFWHU)UDQW])DQRQexamines the process of internalizing 
colonial values in Black Skin, White Masks³7KHLQIHULRULW\FRPSOH[FDQEHDVFULEHGWRDGRXEOH
SURFHVVILUVWHFRQRPLF7KHQLQWHUQDOL]DWLRQRUUDWKHUHSLGHUPDOL]DWLRQRIWKLVLQIHULRULW\´[LY-





colonisers, to modernization, and his desire to follow in the footsteps of the coloniser'DIIDVK¶V
IDWKHUGRHVQRWSRVVHVVWKHVXIILFLHQWYRFDEXODU\WRDVVHVVDQGGHVFULEHKLVVRQ¶VVWDWHEXWLVDEOH
WRXQGHUVWDQGWKHVHYHULW\RI'DIIDVK¶VGHVLUHIRr assimilation and his lost identity and national 
pride as a Bedouin. 
 The notion of turath and modernity creates a problematic condition, a search for an 
identity and a space that encompasses both discourses, as there are always internal and external 
conflicts pressuring the colonised self. 'DIIDVKVXIIHUVIURPµDVVLPLODWLRQPDGQHVV¶LQWKHVDPH
ZD\WKDW&KDFNRGRHVLQ5R\¶VThe God of Small Things. 'DIIDVK¶VUHODWLRQVKLSZLWK6DPLU
Pasha and the English colonisers calls his own sense of self into question. Only by oppressing 
and abusing Maha does he validate his own sense of self and existence. The cycle of colonial 
RSSUHVVLRQFDQEHXVHIXOO\H[SODLQHGZLWKUHIHUHQFHWR%HVVLH+HDG¶V³7KH&ROOHFWRURI
7UHDVXUHV´+HDG¶VILFWLRQDOQDUUDWLYHH[SORUHVWKHGLPHQVLRQVRIFRORQLDOFRQWDFWDQG
oppression, how colonialism affected the colonised men, and how men in return oppressed the 
colonised women. For Head, the colonised man faces a sense of castration, a lack of male 
supremacy that had been robbed from him by the coloniser. Head describes this situation in the 
South African context, but given the structural similarities of the colonial processes, this also 
applies to Daffash:  
He [the colonised PDQ@EHFDPHµWKHER\¶RI WKHZKLWHPDQ«0HQDQGZRPHQLQRUGHUWR
survive, had to turn inwards to their own resources. It was the man who arrived at this 
turning point, a broken wreck with no inner resources at all. It was as though he was 
hideous to himself and in an effort to flee his own inner emptiness, he spun away from 
himself in a dizzy kind of death dance of wild destruction and dissipation (Head 92).  
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'DIIDVKLV³WKHER\´RIWKH(QJOLVKDQG6DPLU3DVKDDQGLV³DEURNHQZUHFN´that also causes 
destruction to those around KLP)DTLUILUVWLQWURGXFHV'DIIDVKWKURXJK1DVUD¶VUDSHLQFLGHQW
The situating of the rape incident has multi-IROGSXUSRVHV)DTLUVHWVXSWKUHHFKDUDFWHUV¶
TXDOLWLHVDQGWKHLUEHOLHIV\VWHPVDVWKH\LQWHUVHFWLQUHDFWLRQWR'DIIDVK¶VUDSHRI1DVUD1DVra 
UHSRUWVWKHUDSHWRKHUIULHQG0DKDZKRLVDQJHUHGDQGWDNHVDVWDQGDJDLQVWKHUEURWKHU¶V
dominance and violation of women, and Daffash, who acts nonchalantly regarding the entire 
event, blaming Nasra for seducing him (11). Maha narrates the state shHIRXQG1DVUDLQ³+HU
body was shaking, tears were running down her face, her dress was ripped open as far as her 
QDYHO0\KDQGVVWDUWHGWUHPEOLQJ«LWZDVWRRODWH$OO,FRXOGGRZDVFOHQFKP\ILVWVDQGSXQFK
WKHDLU´0DKD¶VUHDFWLRQLVLQLWLDOO\passive;  however, when Nasra informs her that it is 
Daffash who has raped her, Maha is unable to remain motionless. She shifts into an altogether 
different mode, taking on the role of an active socio-political agent: 
³'DIIDVKVRQRI0DOLKD,ZLOOGULQN\RXUEORRG´,WXFNHGWKHHQGRIP\GUHVVLQWRP\
WURXVHUVDQGPDUFKHGWRRXUKRXVHKROGLQJ1DVUD¶VZULVWILUPO\7KHFRRODLUFDSWXUHG
between houses patent my face and begged me to slow down. No. Never. I would kill that 
mule and save the women of Hamia.,SXOOHGWKH(QJOLVKULIOHRIIWKHZDOO«DQGSRLQWHG
it at my brother who pretended to be asleep (11).  
Maha rejects both her feminine dress-FRGHDQGWKH³FRRODLU´ZKLFKLVDVVRFLDWHGZLWKQDWXUH
and by extension, nature is associated with the feminine and with women. She adopts a more 
SROLWLFDOO\DFWLYHSRVLWLRQDQGYRZVWRVDYH³WKHZRPHQRI+DPLD´UHJDUGOHVVRIWKHIDFWWKDW
Daffash is her brother. Maha chooses to support her friend Nasra and all the women of Hamia, 
hence she establishes a sense of female solidarity and commits herself to a politicized identity in 
defiance of patriarchal oppression. For Maha, women come first, not men, and certainly not men 
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like Daffash who employ both sexist and classist oppression. Daffash stands in opposition to 
Harb, who LVHQWLUHO\GLIIHUHQW1DGLQH6LQQRH[SODLQVLQ³)URP&RQILQHPHQWWR&UHDWLYLW\
:RPHQ¶V5HFRQILJXUDWLRQRIWKH3ULVRQDQG0HQWDO$V\OXPLQ6DOZD%DNU¶VThe Golden 
Chariot DQG)DGLD)DTLU¶VPillars of Salt´ 
:KLOH0DKD¶VEHORYHG+DUE«GLVSOD\VKHURLFUHVLVWDQFHDQGVXIIHUVDWUDJLFGHDWKDWWKH
hands of the British military, her brother, Daffash loses his soul as a result of his 
allegiance to the coloniser&RQWUDU\WR+DUE'DIIDVK«LQWHUQDOL]HVWKHFRORQLDOLVWV¶
tastes, judgments, and values and becomes a puppet in the hands of the English 
authorities as well as the Turkish Pashas who facilitated the occupation and pillaging of 
Jordan. Maha speaks of the ways through which Daffash had shunned his Bedouin 
heritage and neglected the land as he embraced the seductive city life (79). 
Harb dies a physical death, while Daffash dies a metaphorical death, and infects everyone around 
KLP)RU'DIIDVK0DVDDG¶VQRWLRQRIturath and modernity presents a struggle, a clash between 
WKHWZRGLVSDUDWHVWDWHV+HUHMHFWVKLVKHULWDJH³QHJOHFWV´WKHODQGZKLOVWVLPXOWDQHRXVO\
validating his own existence through oppressing Maha, raping Nasra and other women. Faqir 
paints an image of Daffash the boy, as Maha relates to the reader WKDWHYHQDVDFKLOGKH³VWD\HG
DWKRPHKLGLQJEHKLQGP\PRWKHU´,QVRPHZD\V0DKDDQG'DIIDVKKDYHGLIIHUHQW
qualities; Maha attempts to be an active socio-political agent, although she is a woman, while 
Daffash is robbed of his masculine agency and is passive, allowing colonialism and capitalism to 
devour and destroy him. Indigenous patriarchy becomes vulnerable to manipulation by the 
Imperialists, and as the Eastern man is feminized, he attempts to overcompensate for his 
masculinity by oppressing native women.  
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 Daffash embodies patriarchy and functions as an oppressor throughout the narrative. 
:KHQFRQIURQWHGZLWK0DKD¶VSRLQWLQJJXQDQG1DVUD¶VWHDUIXOH\HV'DIIDVKLPPHGLDWHO\
EODPHV1DVUDIRU³WHPSWLQJ´KLPDQG³SOD\LQJWXQHVRQKHUSLSH,Wcalled me to touch her..the 
SLSHLVUHVSRQVLEOH´1DVUDLVDVKHSKHUGHVVNQRZQIRUSOD\LQJPXVLFRQKHUSLSH'DIIDVK
refuses to take responsibility for his own lack of hasham and honour. In Bedouin culture, both 
men and women are regulated and controlled by honour and modesty. If Daffash is established as 
a rapist, then he lacks honour DQGIDLOVLQPDLQWDLQLQJWKHIDPLO\¶Vstatus or as Abu-Lughod 
HORTXHQWO\VWDWHV³OLQHDJHhonour´$EX-Lughod stresses the concept of honour and 
morality in Veiled Sentiments³,QGLYLGXDOVDUHJXLGHGE\«FXOWXUDOQRWLRQVRIPRUDOLW\DQG
YLUWXH«7KHV\VWHPLVWKXVUHSURGXFHGE\WKHDFWLRQVRILQGLYLGXDOVPRWLYDWHGE\DGHVLUHWR
embody the good ±that which wins respect, confers respectability, and allows for self-respeFW´
(166-67). However, because Daffash rejects his traditions, kinship, and most importantly turath, 
Faqir establishes him as the least moral male figure, straying away from the upheld notion of 
turath. He is a rapist, a puppet of the English and the Turks, and a chauvinist. Daffash defends 
KLPVHOIE\SRLQWLQJDW1DVUDDQGVWDWLQJ³<RXVWRSSHGVWUXJJOLQJDQGOD\EDFN<RXHQMR\HGLW´
1DVUDLVXQDEOHWRUHVSRQGEXW0DKDWHOOVKLPWR³6KXWXS6KH¶VORVWKHUYLUJLQLW\<RX
NQRZZKDWWKDWPHDQV´Maha reminds him of the importance of virginity that he chooses to 









EHLQWHUSUHWHGDVWHDVLQJWDXQWLQJPRFNLQJ´Although Bordo is dealing with Western 
VRFLHWLHVWKLVDOVRDSSOLHVWR)DTLU¶VPillars of Salt. Nasra is inaccessible, she is dressed 
PRGHVWO\DQGLVQRW³ZHDULQJDPLQLVNLUW´LQWKHWHUPVZLWKZKLFK%RUGRSRLQWVRXWWKDWPHQ
acquitted of rape use that e[FXVH1DVUD¶VPHORGLFWXQHV³WHPSW´'DIIDVKQRWKHUFORWKHVRU
ODFNWKHUHRI1DVUD¶VWXQHVDUHKHURQO\ZD\RIDVVHUWLQJKHUVHOIKHUVSDFHIRUFUHDWLYLW\D
female space that is only hers, yet the oppressor penetrates that space and takes it away from her.  
1RWRQO\GRHV'DIIDVKLQYDGHERWK1DVUD¶VERG\DQGFUHDWLYHVSDFHEXWKHDOVRODEHOV
her as mad. When Maha points the rifle at Daffash, suddenly Nasra saves Daffash by pushing 





acknowledge his crime, he labels them as madwomen, as it is the easiest thing to do. Faqir 
IRUHVKDGRZV'DIIDVK¶Vlabelling of Maha as mad and sending her to the asylum. Similarly, Nasra 
is labelled as mad in her own way, the loner of the village, after the rape incident. Sheikh Nimer 
UHSULPDQGVKLVVRQEXWDOVRLQIRUPV1DVUDWKDWVKHVKRXOG³QRWKDYHWHPSWHGKLP´At this 
VWDWHPHQW0DKDXQGHUVWDQGVWKHIRUPRIRSSUHVVLRQWKDWVXEMXJDWHVWKHPDVZRPHQ³,UHDOL]HG
how high were the mud walls imprisoning us. I sat on the floor, pressed my temples with my 
SDOPVDQGVWDUWHGFU\LQJ´0DKDLVDEOHWRVHHWKHKDUVK reality they are living, and she is 
able to locate the multiple sites of oppression. On the other hand, Nasra becomes a victim of 




themselves to blame for unwanted advances and sexual assaults. This guilt festers into unease 
ZLWKRXUIHPDOHQHVVVKDPHRYHURXUERGLHV´1DVUD¶VLQWHUQDOL]LQJRIWKLVLGHRORJ\LVWUDJLF
as she begins to spiral downwards after that incident. Unlike her name, which I mentioned earlier 
WUDQVODWHVLQWR³YLFWRU\´1DVUD¶VFRQGLWLRQLVDQ\WKLQJEXWYLFWRULRXVDQGKHUSOLJKWLVDWUDJLF
RQH0DKDQDUUDWHV³1DVUDKDGORVWKHUYLUJLQLW\«7KHWXQHV RI1DVUD¶VUHHG-pipe had changed. 
They lacked the edge they used to have. Poor woman, she thought that by changing the tune she 
ZRXOGSURWHFWKHUVHOI´$V%RUGRVWDWHV1DVUD¶VXQHDVLQHVVZLWKKHUVHOIPDQLIHVWVLWVHOInot 
only on her body, but also in her music and the tunes she believes had caused her tragedy. Not 
only does Nasra internalize these patriarchal and oppressive ideologies, but she also saves 
Daffash and continues to love her oppressor. Daffash nearly rapes another woman, the nameless 
wife of a man named Saleh. Nasra is the first to come to his aid, as she informs Maha of his 
whereabouts. Once Maha saves the woman from Daffash, she comments that she (the wife of 
6DOHKZDV³DQLGLRW´'DIIDVKH[FXVHVKLVFULPHMXVWDVKHKDGGRQHEHIore, stating that it 
³ZDVQRWUDSH6KHZDVEHJJLQJPHIRULW´0DKDSRQGHUVRYHUWKHUHDVRQVEHKLQG1DVUD¶V
ORYHIRU'DIIDVKWKHPDQZKR³UDSHGKHUPDGHKHUOLIHPLVHUDEOHDQGVOHSWZLWKRWKHU
ZRPHQ«,GLGQRWXQGHUVWDQG´1DVUDVLPLODUO\WRDaffash, who worships the English and 
the Turks, worships her coloniser, her oppressor. Yet in contrast to that dim reality, the 
6WRU\WHOOHUQDUUDWHVWKHILUVWHYHQWDVD³SODQQHG´DFWLRQWRPXUGHU'DIIDVK+HH[SODLQVWKDWLWLV
Allah who saved Daffash, fRU³$OODKLVDOZD\VZLGHDZDNHDQGZLOODOZD\VSURWHFW+LVZHDN
ZRUVKLSSHUV´)DTLUHPSOR\VLURQ\DVWKH6WRU\WHOOHUGLVILJXUHVWKHQDPHRI$OODKDQG
reverses the binaries of strong/weak, labelling 'DIIDVKDV³ZHDN´ZKLOHWKHZRPHQDUH³HYLO´
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(30). The Storyteller never narrates the rape and the oppression of women, as colonialism and 
patriarchy work hand in hand; he overlooks the suffering and trauma inflicted upon the women.  
 'DIIDVK¶VLQIDWXDWLRQZLWKDQGZRUVKLSLQJRIWKH(QJOLVKDUHH[HPSOLILHGDt different 
occasions, distancing him from any association to turath and the land. Maha narrates that when a 
/DQG5RYHUDSSURDFKHGWKHILHOG³LWVWRSSHGLQWKHEHGSODQWHGZLWKUDGLVKHVDQGKHQQD6WUXFN
with anger, I ran towards the vehicle waving my fists. Daffash, two painted women, and an 
LPPDFXODWHO\GUHVVHGPDQZHUHLQLW«'DPQ'DIIDVKDQGKLVFLW\IULHQGV´0DKDLV
attached to the land, to nature, to turath, while Daffash is blinded by the colonisers and 
modernization. He allows for the pollution of the land as well as the rape of the land.  He 
welcomes the coloniserVDQG6DPLU3DVKD³:HOFRPHRXUJXHVWV<RXDUHPHPEHUVRIWKH
IDPLO\DQGRXUODQGZLOOEHJUHHQXQGHU\RXUIHHW´'DIIDVKEHOLHYHVWKDWKLVOLIHZLOO
prosper through cultural contact with the coloniser and the imperialists. Maha, on the other hand, 
LVDEOHWRGLVFHUQWKHVLWXDWLRQDQGRYHUKHDUVWKH3DVKD¶VUDFLVWFRPPHQWRQDSLFWXUHRID
%HGRXLQZRPDQ7KH3DVKDLVVXUSULVHGWKDWWKHZRPDQ³LVQRWGDUN´0DKDZDQWVWR




rejection of the village and turath is evident as he separates himself from his role as brother, as 
protector, and as the son of Sheikh Nimer, for he is too busy following the coloniserOLNH³D
OR\DOGRJ´DV0DKDGHVFULEHVKLP7KH6WRU\WHOOHU¶VGHVFULSWLRQRI'DIIDVKLVDOVRXVHIXO
for characterizing him. The Storyteller observes from a distance, as English men and women, 
along with Samir Pasha, hold a gathering or what seems like a celebration:  
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The smell of wine and roasted duck wafted out of half-RSHQHGGRRUV«2ZKDW,VDZ
Flickering candles, semi-nude women, and men in black suits. There was only one long 
robe and a cloak. Who was it? Daffash? Yes, yes. Like her shadow, he followed the 
English girl who had attended the wedding of his sister Maha. Rose Bell, her name was. 
6KHSXVKHGKLVKDQGDZD\DQGGDQFHGZLWK6DPLU3DVKD«>'DIIDVK@KHOGWKHHQGRIKLV
cloak and started dancing the Dhiyya. They all pointed at him and shrieked with laughter 
(89-90).  
'DIIDVKQHHGVWKH(QJOLVKZRPDQ¶VDIIHFWLRQ\HWUHMHFWV1DVUDDQGWKHZRPHQRI+DPLD7KH
cycle of coloniser/colonised, villain/victim repeats itself and extends to relationships between 
men and women. Daffash behaves as a clown, available for the coloniserV¶HQWHUWDLQPHQW:KHQ
he dances the traditional Dhiyya dance, everyone mocks him. This is one instance when Daffash 
attempts to embrace his turath, and yet he becomes an object for entertainment purposes. Not 
onO\GRHVKHEHFRPHDQREMHFWEXWKHLVDOVRIHPLQL]HGLQWKLVVFHQHKLV³PDVFXOLQLW\´DVD
%HGRXLQPDQDQGKLVDXWKRULWDWLYHSRZHULVWDNHQIURPKLPDFDVWUDWLRQWDNHVSODFH&pVDLUH¶V
description of colonised PHQLVPRVWDSWLQGLDJQRVLQJ'DIIDVK¶VVLWXDWLRQ³,DPWDONLQJDERXW
millions of men in whom fear has been cunningly instilled, who have been taught to have an 
LQIHULRULW\FRPSOH[WRWUHPEOHNQHHOGHVSDLUDQGEHKDYHOLNHIOXQNH\V´'DIIDVKEHKDYHV
OLNHD³IOXQNH\´DQGGRHVQRWUHDOL]HWKis as he continues to strive for modernization and 
acceptance from the coloniser³'DIIDVKWZLVWHGKLVWKLQPRXVWDFKH«DQGZKLVSHUHGµ:HMXVW
ZDQW\RXUDSSURYDODQGDFFHSWDQFH¶´)DTLUSDLQWV'DIIDVKFDUHIXOO\FKRRVLQJWR






His rejection of turath PDNHVKLPORVHWRXFKZLWKKLVLGHQWLW\DQGKLVVHQVHRIVHOI7KHEORQGH¶V
statement summarizes the way Daffash is viewed by the colonisers, yet at the same time, he is 
laughable and an object of entertainment, rather than a subject.  In Colonial Effects: The Making 
of National Identity in Jordan, Massad considers the way the Bedouin was viewed by the 
colonisers and the certain appeal the Bedouin continues to possess:  
The Bedouins come to form part of the exhibition into which modern European 
epistemology has transformed the world. Like the great nineteenth-century world 
H[KLELWLRQVWKDWIRUPHGSDUWRIWKH(XURSHDQFRORQLDOSURMHFWWKHZRUOGLWVHOI«LVWXUQHG
LQWRDQH[KLELWLRQ«,WLVWKXVWKDWWKH%HGRXLQEHFRPHVDIHWLVKL]HGFRPPRGLW\«+LVXVH
value is his exchange value as far as the imperial project is concerned (120).  
Massad is fully aware of the usage of the Bedouin in socio-cultural as well as socio-political 
spheres and ideologies. The right type of Bedouin also becomes a tourist attraction, embodying 
both turath and modernity. Daffash is such a Bedouin, a commodity, used by the colonisers and 
the imperial project. He facilitates access to the otherwise closed private life of the traditional 
Bedouin and adopts qualities of the coloniser, whilst still remaining inferior, not quite like the 
coloniser7KLVLVYHU\UHPLQLVFHQWRI+RPL%KDEKD¶VDQDO\VLVRIPLPLFU\DQGFRORQLDOUHODWLRQV
³&RORQLDOPLPLFU\LVWKHGHVLUHIRUDUHIRUPHGUHFRJQL]DEOH2WKHUas a subject of difference 
that is almost the same but not quite. Which is to say, that the discourse of mimicry is 
constructed around an ambivalence; in order to be effective, mimicry must continually produce  
LWVVOLSSDJH´,WFRPHVDVQRVXUSULVHWKHQWKDW'DIIDVK¶VVXEMHFWLYLW\LV always awkwardly 
negotiated; he is unable to find his own sense of self amidst the inner chaos of turath and 
modernity. In concert with the coloniser¶VUDSHRIWKHODQG'DIIDVKEHJLQVWRQHJOHFWKLVODQG
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the farm, and steals from his own house to give tRWKH(QJOLVKDQGWKH3DVKD)DTLU¶VQDUUDWLYH
SRVHVWKHIROORZLQJVLWXDWLRQZKHQ0DKDZDONVLQWRKHUIDWKHU¶VKRPHRQHGD\ 
7KHURRPZDVDOPRVWHPSW\H[FHSWIRUDPDWWUHVV«7KHSLOHRIPDWWUHVVHVKDG
GLVDSSHDUHGDQGWKHZDOOVZHUHDOPRVWEDUH«0\IDWKHUVDw the surprised expression on 
P\IDFHDQGVDLGµ'DIIDVKOHQWWKHPDWWUHVVHVWR6DPLU3DVKD¶«6D\JRRGE\HWRWKHSXUH
ZRROPDWWUHVVHV«2XUFRZ+DODEHKRXUKRUVH0XMDKLGWKHWZRFDPHOVDQGWKHWZR
young ones were missing too (77).  
The land symbolizes and is an allegory for Jordan. Daffash slowly gives up pieces of his home, 
parts of his soul, parts of turath, in exchange for modernity and a false notion of selfhood. He 
aims to become modernized, yet he remains oppressive, patriarchal, and unaccepted by the 
English and Turks as one of them. He remains on the outside, never quite like them, always 
lacking, always without dignity. When Maha attempts to bring the land back to life, to cultivate 
LWHQULFKLWVVRLODQGFXUHWKH³GLVHDVHGWUHHV´'DIIDVKGRHVQRW support her and frowns upon her 
DFWLRQV%\FRQWUDVWWRWKHLUG\LQJODQGWKH3DVKD¶VKRXVHLVQHZO\EXLOWD³ODUJHZKLWHKRXVH
KRYHUHG´RYHUWKH³KXPEOHPXGKRXVHVKXGGOHGWRJHWKHU´0DKDLVLQWURGXFHGWRWKH
LQVLGHRIWKH3DVKD¶VKRXVHZKHQVKHLs requested to cook for his guests. Daffash and the Pasha 
LQVLVWWKDWRQO\³DWUXH%HGRXLQ´FDQFRRNWKHWUDGLWLRQDO³mansaf´ ZKLFKLVDGLVKWKDW-RUGDQLDQ
Bedouins cherish as part of their turath0DKDDJUHHVWRWKH3DVKD¶VUHTXHVWDQGKHUEURWKHU¶V
ordeUV8SRQDUULYDOVKHLVVKRFNHGWRVHHWKHGUDVWLFGLIIHUHQFHEHWZHHQWKH3DVKD¶VOLYLQJ
conditions and the natives. Maha enters the kitchen to cook the food and realizes that the cook is 





she confronts Daffash, he is too absorbed and preoccupied with entertaining the English; 
³>'DIIDVK@FRQWLQXHVVPLOLQJDWWKH(QJOLVKPDQ«+LVYRLFHZDVIXOORIFROGDQJHUZKHQKHVDLG
µ:KDWGR\RXZDQWEODFNZLGRZ"¶0\FKLQZDVTXLYHULQJDV,DVNHG«$UHWKH\(QJOLVK´
Daffash simply states that tKHJXHVWVDUHLQIDFWWKH(QJOLVK³OHDGHUVRIWKHEHVW(QJOLVKWULEHV´




living room, where all the guests are seated, including English officers, and yells at them for 
NLOOLQJ+DUEFDOOLQJWKHP³IRUHLJQNLOOHUV´6KHWDNHVRQDYHU\SROLWLFDOUROHZKHQVKH
VWDQGVDJDLQVWKHUEURWKHUWKH3DVKDDQGWKH(QJOLVKRIILFHUV³,VSDWRQWKHVXUSULVHGIDFHRIWKH
English officer. Total sileQFH«'DIIDVKEDUNHGµ,ZLOONLOO\RX0DKD¶´0DKDOHDYHVWKH
PDQVLRQWUDXPDWL]HGIHHOLQJDVKDPHGIRUKDYLQJFRRNHGIRUWKH(QJOLVK³)HHGLQJWKHSHRSOH
ZKRKDGFKHZHGRQP\KXVEDQG¶VIOHVK6KDPHRQ\RX0DKD&XUVH'DIIDVKDQGKLVVKDPHIXO
GHHGV´ (162).  Shame, like hasham, is directly tied to turath and is instilled within the Bedouin 
through culture, society, and ideological interpellation. Daffash lacks shame and hasham, while 
Maha uses her turath to form a politicized action and identity.  
MahD¶V6RFLR-political Agency and Female Solidarity  
$OWKRXJK0DKD¶VVWUHQJWKDQGSROLWLFDODJHQF\DUHH[HPSOLILHGE\KHUUHIXVDOWREHD
slave to the colonisers, her brother Daffash uses his misogynistic and abusive nature to degrade 
and humiliate her, yet she finds solace and support in her female friends. Faqir illustrates the now 
heightened clash between brother and sister and the terrain becomes loaded with sexist, racist, 




is unable to, for Daffash is younger and stronger, and Sheikh Nimer is deteriorating physically. 




urged me to stand up. I could not. Two of my teeth were lying on the floor. I collapsed 
DQGVWDUWHGFU\LQJDQGVKRXWLQJµ&XUVHG6ODYHWRWKH(QJOLVK¶«,PXVWSURWHFWP\
EUHDVWVWREHDEOHWRIHHG0XEDUDN«,GLGQRWNQRZZKHQWKHEHDWLQJVWRSSHG«-XVWWKH
hands of Nasra and Hamda trying tRXQIROGP\ERG\«7KHSDLQRILQMXUHGIOHVKVWDUWHG
hammering my head. My son. I wanted my son. All the women were gazing at me and 
weeping (164-65).  
7KHZRPHQDUH0DKD¶VVXSSRUWV\VWHPHDFKRQHRIWKHPLPPHGLDWHO\WULHVWRUHYLYHKHUKHDO
her wounds, and assist her in taking care of her son. The women stand together in face of the 
gender oppression that inflicts all of them. Nasra takes care of Maha, just as Maha had shielded 
her from Daffash. Nasra holds Mubarak and tries to feed him, and the rest of the women take 
FDUHRI0DKD³7KH\KHOGPHOLNHDIHDWKHU«FRYHUHGWKHEUXLVHVZLWKEDQGDJHVDQGFRWWRQ´
(165). 
Female solidarity and space are inextricably linked to successful political agency, 
motherhood, and the maternal ± \HWWKHSDUDGR[OLHVLQWKHWKUHDWRIEHLQJEUDQGHGµPDG¶
Madwomen figures attempt to use feminine space as a site of agency. 0DKD¶VGHVLUHWR
EUHDVWIHHGKHUVRQLVGLUHFWO\OLQNHGWR.ULVWHYD¶VPDWHUQDO0DKD¶VFRQQHFWLRQwith her son 







breast milk and inIDQW¶VIHFHV´0DKD¶VFRQQHFWLRQZLWKWKHPDWHUQDODQGWKHDEMHFWLVVHHQ
both in her relationship to her own mother, the significance of milk, and her protection of her 
EUHDVWVLQRUGHUWRIHHG0XEDUDN$VWRUHH[SODLQVIXUWKHU³>7KHDEMHFW@LVWKHsite of conflict, 
FULVLVVLQDQGZDU,WKDVQRERUGHUV«7KHPDWHUQDODEMHFWWKHUHIRUHLVWKHHQWLW\WKDWUHVLGHV
ZLWKLQWKHVHOIDQGWKHVLWHZKHUHWKHVHOILVLQDFRQVWDQWVWDWHRIQHJRWLDWLQJRUGHUDQGGLVRUGHU´
(238).  When faced with the endless pain and suffering inflicted upon her, Maha is deeply 
connected to the maternal, and negotiates her world through that very state of the maternal and 
motherhood. She is at once, both a child, and a mother, both on the inside and the outside, 
negotiating a spaFHEHWZHHQ³RUGHUDQGGLVRUGHU´DV$VWRUHHORTXHQWO\VWDWHV 
Although the maternal space figures as a centre of solace and consolation, Maha is still 
powerless in the face of patriarchy and colonialism.  Maha manages to label her brother as 
³6ODYHWRWKH (QJOLVK´LGHQWLI\LQJWKHPDLQLVVXHWKDWKDVFUHDWHGWKLVPRQVWURXV'DIIDVKDQG
infected his soul. Maha endures domestic violence at the hands of her brother, not the enemy, not 
the coloniser, but rather, her own family, someone who has submitted to the coloniser and 
chosen to defend him. Phyllis Chesler states in Women and Madness that psychiatrists and 
IHPLQLVWVQRZXQGHUVWDQGWKDW³FKURQLFKLGGHQIDPLO\GRPHVWLFYLROHQFHLVDFWXDOO\PRUHQRW
less, traumatic than sudden violence at the hands of a stranger, or of an enemy during war. We 




oppression, domestic violence at the hands of a brother, and she carefully positions Daffash as an 
DVVLPLODWHGSXSSHWRIWKH(QJOLVK)DTLUMX[WDSRVHV'DIIDVK¶VPRQVWURVLW\ZLWKKLVIDWKHU¶V
kindness and gentleness; although Sheikh Nimer is the oldest patriarch, the ruler of the house and 
the Sheikh of the entire tribe, he is not violent, oppressive, nor is he a chauvinist. Sheikh Nimer 
UHSUHVHQWVWKH³WUXH´%HGRXLQXQWDLQWHGE\SVHXGR-modernity and colonialism. In fact, because 
Sheikh Nimer is unable to protect his daughter froP'DIIDVK¶VYLROHQFHKHUHWUHDWVLQWRDZRUOG
RIVLOHQFHDQGQRVWDOJLD6KHLNK1LPHU¶VGHVFHQWLQWRWKHSDVWLVSUHVHQWHGE\KLVUHIXVDOWRHDW
and his constant calling for his dead wife. He is disconnected from the present, from reality, and 
begins to reIHUWR0DKDDV³0DOLKD´KHUGHDGPRWKHU0DKDQRWLFHVWKDWKHUIDWKHULV³VKULQNLQJ
DQGPXUPXULQJDOOWKHWLPH´/LNH.ULVWHYD¶VVHPLRWLF6KHLNK1LPHUUHJUHVVHVLQWRD
child-like state, where he babbles and utters meaningless syllables. Before he enters that stage, 
KHKDVDPRPHQWZKHUHKHLQIRUPV0DKDWKDWWKHODQGVKRXOGJRWR³LWVSORXJKPDQ1R
SORXJKZRPDQ7KHODQGLV\RXUV0DKD7KLVLVP\ZLOO«'DIIDVKGRHVQRWGHVHUYHRQHVSDQRI
LW´6KRUWO\DIWHU6KHLNK1LPHU¶VGHVFHQWLQWRWKHVHPLRtic and his physical decay, he 
SDVVHVDZD\DQGOHDYHV0DKDWRIDFHKHUEURWKHU¶VZUDWK 
 7KH6WRU\WHOOHUGHSLFWV0DKD¶VFRQQHFWLRQZLWKWKHPDWHUQDODQGDQLPSHQHWUDEOH
feminine space as sinful; it is a space that men cannot experience. He easily labels her as a witch 
ZKRVHGXFHVWKH3DVKDDQGWXUQVKLP³LQWRDEDE\FU\LQJIRUPLONDQGDWWHQWLRQ´$JDLQ
the fear of the maternal and the horrors of the maternal are evident, and the only way that this 
fear is counteracted is by accusing women of madness. The Storyteller presents Maha as a 
sinner, as a witch, and her brother as a decent, victimized man (170). We are informed that 
'DIIDVKIRXQG0DKDLQEHGZLWKWKH3DVKD³+LVVLVWHUDQGWKH3DVKDZHUHO\LQJLQEHGDQG





my gums, but did not heal the gaping wound in my heart. Humiliation, anger, and sheer 
KHOSOHVVQHVV7KHZRPHQRI4DVLPUHVWRUHGWKHERG\WRLWVIRUPHUVKDSH«WKHKHDUWUHIXVHGWREH
PHQGHG´0DKD¶VSK\VLFDOGHWHULRUDWLRQDQGWKHKXPLOLDWLRQLQIOLFWHGXSRQKHr body 
mirrors the pain affecting her emotional and mental state. She is unable to heal, yet keeps 
UHPLQGLQJKHUVHOIWKDWVKHRXJKWWR³EUHDVWIHHGP\VXFNOLQJ´2QO\WKURXJKWKHPDWHUQDOLV
she able to reside and commit herself once more to political agency and subjectivity.  After her 
IDWKHU¶VGHDWK0DKDEHJLQVWRZHDYHKHUPRWKHU¶VXQILQLVKHGFDUSHWDJDLQDQGQDUUDWHV³,
needed to keep my hands occupied or else I would smack somebRG\RUVRPHWKLQJ´. Sister 
solidarity is once more clearly emphasized, as it is only the women of Hamia who support Maha 
and attempt to protect her. Nasra, like Maha, is labelled as deviant and mad, yet it is those very 
³PDGZRPHQ´WKDWIRUPDQDOOLDQFHDJDLQVWWKHRSSUHVVLYHIRUFHVIt goes without saying that 
Nasra and Maha are similar to Catherine, Bertha/Antoinette, and Ammu. All of these female mad 
characters threaten society. Their ability to resist and speak out against patriarchy and 
colonialism labels them as deviant and dangerous. They are the characters who are silenced and 
shunned both by indigenous patriarchy and the Imperialists.  
1DVUDDQGWKHRWKHUZRPHQVWDQGE\0DKDDQGVXSSRUWKHULQIRUPLQJKHUWKDWVKH³PXVW
ILJKW<RXDUHWKHSORXJKZRPDQRIWKLVODQG´'DIIDVKUHDOL]HVWKDWWKHRQO\ZD\ to expel 
Maha from the land is by forcing her to marry Sheikh Talib. Because Daffash allies with the 
Imam, Maha is faced with gender oppression, religious oppression, and neocolonialism. The 
,PDP¶VUROHLVVLJQLILFDQWRIUHOLJLRXVRSSUHVVLRQDQGDPDQLSXOation of Islam to fit patriarchal 




The Imam, Daffash, Sheikh Talib, and the rest of the men of tribe are shocked when Maha does 




daughter of Maliha, daughter of Sabha, doing there? How could I leave my son and house? I 
PXVWILJKW'DIIDVK´2QFHDJDLQ0DKDILQGVVWUHQJWKDQGGHWHUPLQDWLRQLQWKHPDWHUQDO
through revisiting her past, recalling and reviving her mother and grandmother, and her bond to 
her son. Maha returns to the village, determined to claim her land, her turath, and her son, but is 
greeted with the Imam, Daffash, the Pasha, and two men dressed in white. The Imam 
LPPHGLDWHO\ODEHOVKHUDVD³VLQQHU´DQGRUGHUVWKHYLOODJHWR³6WRQHWKHVLQQHU´7KH





mad. Nasra was the princess of sane people. Nasra was the herb which had healed most of my 
ZRXQGV+RZGDUHKH"´ 
Nasra is the spirit of Bedouin pastoralism; she is a simple woman, victorious in her 
simplicity and in her turath. Daffash refuses to reason with Nasra or Maha, insisting that Maha is 




accusation, Daffash attacks Maha violently. The women of Hamia try to save Maha, Nasra and 
Tamam attack Daffash, another woman attempts to strangle him, but these are all futile attempts 
in the face of religion (symbolized by the Imam), colonialism and neocolonialism (symbolized 
by the Pasha), and patriarchy (symbolized by Daffash). Maha is tied down by the two men in 
ZKLWHDVVKHLVZKLVNHGRIIWRWKHDV\OXP&KLOGUHQFKDQWDIWHUKHU³:L]]ZL]WKHEHHRI
0DKD¶VPLQGIOHZDZD\«0DG«0DGZRPDQ´,QWKHIDFHRIUHOLJLRQSDWULDUFK\
colonialism and neocolonialism, there is no chance of escaping combined oppressive factors. 
Even with national liberation, the oppressive forces remain intact and are able to exile Maha 
from her home and separate her from her son and the land. The separation is doubly crippling 
because she loses the motherland, as well as motherhood and her sense of self.  





ILOWK\%HGRXLQZRPDQ"´ (6). Because she is a city-dweller, or from the Hadar, Um Saad refuses 
to be associated with Maha, a Bedouin. Class-consciousness is an issue between Bedouins and 
Hadar. 0DKDUHPDLQVFDOPLJQRULQJWKHLQVXOWV³,GLGQRWRSHQP\PRXWK«,NQHZ8P6DDG¶V
heart was being scalded with the flaring fire of parting. No matter what she said about Bedouins, 
,ZRXOGQRWJHWFURVVZLWKKHU´$WWKHKRVSLWDO0DKDLVDEOHWREHFRPHDQDFWLYHVRFLR-
political agent, at the very least through the support she gives to Um Saad. Sisterly solidarity 
becomes an important trope in Pillars of Salt. 7RHDVH8P6DDG¶VSDLQDIWHUWKHHOHFWURWKHUDS\




of bandage in the glass of cold water and wiped her face, her hands, her legs. Nasra used 
to wipe away my pain. Where is she, my friend and companion?...If I had spans and 
spans of bandage I could not have dried the tears of Um Saad that night, her first night in 
the madhouse. I kept rubbing and drying until the glow of dawn crept into the pale room 
and she went to sleep (7-8)  
Just as Nasra used to support Maha and heal her pain, Maha extends this ritual of healing to Um 
Saad. In Feminist Theory: From Margin to Center, bell hooks stresses the importance of building 
female solidarity and support systems in order for a revolution to take place against capitalist, 
imperialist, patriarchal and racist oppression. Hooks calls for a politicized feminist movement 
which can only be truly successful when differences and racism are eliminated. Differences 
EHWZHHQ³ZKLWHZRPHQ´DQG³PXOWL-HWKQLFZRPHQ´FUHDWHGREVWDFOHVPDNLQJLW³LPSossible for 
WKHWZRJURXSVWRIHHOWKH\VKDUHGFRPPRQLQWHUHVWVRUSROLWLFDOFRQFHUQV´)RU+RRNVLWLV
necessary to establish a solid ground for a revolution through minimizing differences, stressing 
commonality, and a real sisterhood. This is not to deny that differences do exist, and hooks is not 
VWDWLQJWKDWZHQHHGWR³HUDGLFDWHGLIIHUHQFHWRIHHOVROLGDULW\´+RRNVRXWOLQHVWKH
fundamentals of female solidarity: 
To build a politicized, mass-based feminist movement, women must work harder to 
overcome the alienation from one another that exists when sexist socialization has not 
been unlearned, e.g., homophobia, judging by appearance, conflicts between women with 
diverse sexual practices. So far, feminist movement has not transformed woman-to-
woman relationships, especially between women who are strangers to one another or 




³VWUDQJHUV´EURXJKWWRJHWKHUE\FRPPRQKXPDQLW\2Qly at the asylum do the two different 
women form an alliance and embrace their sisterhood. All class, social, racial, and ideological 
boundaries are demolished. What is embraced and upheld is their sameness and they are able to 
put their individual experiences together in favour RIWKHFROOHFWLYH0DKD¶VSULYDWHOLIHLQWHUVHFWV
ZLWK8P6DDG¶VSULYDWHOLIHWRIRUPWKHZKROHWKHSXEOLFVSKHUHDQGWKHFROOHFWLYH 
8P6DDG¶V1DUUDWLYH7KHµ2WKHU¶0DGZRPDQ  
The function of 8P6DDG¶VFKDUDFWHU in the text is to embrace sameness and establish 
female solidarity that cuts across class, race, and ideological boundaries. Um Saad recounts her 
FKLOGKRRGWR0DKDFRQVWDQWO\UHIHUULQJWR0DKDDV³0DKDP\VLVWHU´DIWHUVKHEHJLQVWR
identify with Maha and refrains from shunning her as a Bedouin woman. Um Saad is not as 
GHILDQWRUSRZHUIXODV0DKDDQGKHUH[SHULHQFHLVVLPLODU\HWQRWLGHQWLFDOWR0DKD¶V+HU
QDUUDWLYHIXQFWLRQVDVDVRUWRIEDFNGURSDJDLQVW0DKD¶VQDUUDWLYHDQGWKH6WRU\WHOOHU¶V:KHQ
Um Saad begins her narrative, we are informed that she is not fully Jordanian, as she is actually 




DQGEORRGDERXWH[SORVLYHVDQGFRUSVHV´-7). Under the climate of war and colonization, fear 
is instilled within her and patriarchy is at its strongest. As Um Saad examines her childhood and 
KHUOLIHVKHKDVDUHYHODWLRQWKDWKHOSVKHUXQGHUVWDQGKHUWUDJLFOLIH³0DKDVLVWHUP\OLIHLV
candy-floss; fluffy and full from the outside, empty like this damned hospital room from the 




betrayal of her. As a young girl, Um Saad falls in love with a Circassian, Muhammad (101). Um 
6DDG¶VIDWKHUUHIXVHV0XKDPPDG¶VSURSRVDORQWKe basis that he is a Circassian, and not an Arab. 
Society and culture, the public forces, separate Um Saad from her love. Her love for Muhammad 
is consiGHUHGDWUDQVJUHVVLRQLQLWVHOIOLNH&DWKHULQHDQG+HDWKFOLII¶VORYHDQG$PPX¶VDQG
9HOXWKD¶V DQGVKHLVWKHUHIRUHSXQLVKHG8P6DDG¶VSDUHQWVWULFNKer into marrying an old man, 
LQIRUPLQJKHUWKDWVKHLVWRJHWGUHVVHGDQG³SXWPDNH-XSRQ´IRUDZHGGLQJZKLFKVKHODWHU




at a very young age, and she continues to live her life oppressed both by the public and the 
private sphere.  
8P6DDGLVQRWD³SXUH´-RUGDQLDQWKHUHIRUHVRFLHW\RXWFDVWVKHUDQGOHDYHVKHUVWUDQGHG
RQWKHPDUJLQV³3HRSOHWKLQNWKDW,FRPHRXWRIDZDOO1RIDPLO\WUHHRUSDst. So, nobody 
ZRXOGSURSRVHWRLPPLJUDQWV«WKHGURSRXWVIRUWKHRXWFDVWV7KHUHIXVHIRUWKHMXQN´
Although Um Saad belongs to the Hadar, VKHODFNVD³IDPLO\WUHHRUSDVW´ZKLFKLVDQRWLRQ
directly linked to turath. This is unlike the situation with the Bedouins, who have and cling to 
turath. For the Bedouins, turath helps shape their individual as well as their collective identity. 
8P6DDGRQWKHRWKHUKDQGFRQWLQXHVWRTXHVWLRQKHULGHQWLW\DQGDVNV0DKD³&DQ\RXFDVWRII
your identity like diUW\XQGHUZHDU"&DQ\RX"´WRZKLFK0DKDUHVSRQGV³,GHQWLW\":KDWLV
LGHQWLW\",WKLQN,KDYHQRQH´0DKDODFNVWKHWHUPLQRORJ\WKDW8P6DDGKDVEHFDXVH8P
Saad has also learned to read and to write, while Maha had not had access to education. Again, 
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class and cultural differences are evident. In this context, identity is embedded very deeply in 
turathDQG0DKDUHIHUVWRKHUVHOIDV³0DKDGDXJKWHURI0DOLKDGDXJKWHURI6DEKD´ZKLFK
JORULILHVKHULGHQWLW\2QWKHRWKHUKDQG8P6DDG¶VOLIHLVLPSOLFDted in modernized Jordan, 
specifically Amman, which is the capital of Jordan.  
Turath is not a central WURSHLQ8P6DDG¶VQDUUDWLYHon the contrary, it is modernity and 
WKHHIIHFWVRIPRGHUQL]DWLRQWKDWVKDSH8P6DDG¶VOLIHLQPXOWLSOHZD\V:KHQVSHDNLQJ of 
$PPDQ¶VFLW\OLJKWV8P6DDGGHVFULEHV$PPDQDVD³VSDFLRXV2WWRPDQSULVRQ«$PPDQKDV
HOHFWULFLW\QRZ´-2). Maha is confused and remarks that her village has no electricity. Um 
6DDG¶VUHVSRQVHLVLQVLJKWIXO³'DUNQHVVLVPHUFLIXO/LJKWLVFUXHO´)DTLUXVHV8P6DDG¶V
voice as a tool to deconstruct the binary of turath/modernization and white/black. She 
defamiliarizes darkness and lightness, changing their attached connotations. Modernization and 
WKH:KLWHPDQDUH³FUXHO´ZKLOHGDUNQHVVturath, andthe pre-FRORQLDODJHDUH³PHUFLIXO´8P
Saad deals with the same tensions that Maha deals with, the present and the past, and attempts to 
situate herself between the two disparate spheres. Twenty-five years after her marriage, and after 
the birth of eight sons, she runs into her old love, Muhammad, who had never married. She 
narrates the mixture of pain and nostalgia that she feels:  
2KKHZDVROGDQGORQHO\:HJURZROG7KDWLVWKHZD\LWJRHV«0\EHOO\ZDVELJ«P\




After years of raising eight sons, Um Saad is left facing the consequences of modernity, of city-
life, of aging, of nostalgia, and carries resentment regarding her lost youth. The city changes, 
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HPSWLQHVVUHVLGHVLQSHRSOH¶VKHDUWV³DGHYLOUHVLGHGLQ$PPDQ«1RLV\PDFhines filled the air 
ZLWKEODFNVPRNHDQGVWHDP´ 
-XVWDV0DKD¶VODQGZDVWDNHQIURPKHUE\WKHcoloniserVDQG'DIIDVK8P6DDG¶VFLW\LV






(178). At this final loss in her life, this degradation, Um Saad is confined to the kitchen, where 
she starts spending her nights. Even after all of this oppression and pain, her husband decides to 
commit her to the mental asylum, since he cannot stand her constant wailing and complaining. 
Similarly to Maha, Um Saad is sent to the mental asylum by her own family, and not a stranger. 
As Sinno argues:   
In Pillars of Salt, Umm Saad and Maha are classified as µLQVDQH¶PDLQO\EHFDXVHWKHLU
respective families have decided that institutionalizing them is the easiest means of 
getting rid of them. Umm SaaG¶VKXVEDQG is tired of her behaviour towards his second 
wife, but the novel clearly sympathizes ZLWKKHUUDJHDQGMXVWLILHVLW6LPLODUO\0DKD¶V
brother forces her into the asylum so he can usurp her land without having to fight her 
anymore. In their own voices, both women provide us with their alternative narratives, as 
they shed light on the contexts in which they were institutionalized. Their eloquence in 
articulating the injustices surrounding them deconstruct the verdict of madness. In fact, 




VHOIDQG³WKUHDWHQV´WKHLUVDQLW\\HWLWVLPXOWDQHRXVO\Panages to provide female solidarity and 
sisterhood. At the asylum, Um Saad and Maha are subjugated to torturous methods of 
electroshock therapy, degradation, and oppressive medication which aim to silence them.  The 
English doctor, Dr. Edwards, threatens tR³LQFUHDVHWKHGRVDJH´LIWKH\GRQRW³VWRSWDONLQJ´
(110). Silencing women through tranquilizers and electroshock therapy goes all the way back to 
witch-KXQWVDV&KHVOHUKLVWRULFL]HVWKHYDULRXV³WUHDWPHQWV´XVHGDJDLQVWZRPHQ 
,VRODWLRQ«VKRFNWKHUDS\±al psychiatric techniques ±were first practiced by witch-
hunters. Although the straitjacket, solitary confinement, brain surgery, and systematic 
physical violence were traditionally psychiatric treatments, they are now being replaced 
by tranquilizers, anti-depressants, and shock therapy (163). 
)DTLU¶VPHQWDODV\OXPHPSOR\VDOORIWKHDERYHWHFKQLTXHVRIVLOHQFLQJZRPHQDQGWKH
RSSUHVVRUKDSSHQVWREHWKH(QJOLVKGRFWRUZKRKDVFRPHDOOWKHZD\IURP(QJODQGWR³WUHDW´
them and others. Chesler summarizes the oppressiveness of the mental asylum in simple, 
HIIHFWLYHZRUGV³0HQWDODV\OXPVUDUHO\RIIHUDV\OXP%RWKWKHLUFDOFXODWHGDQGWKHLUKDSKD]DUG
EUXWDOLW\PLUURUVWKHEUXWDOLW\RIµRXWVLGH¶VRFLHW\´0DKDDQG8P6DDGDWWHPSWWRUHVLVWDQG
defy the oppressive regime of the mental asylum, which mirrors the oppression of patriarchy and 
colonization.  
In the face of oppressive forces, sisterhood and a revival of the erotic become necessary 
IRUVXUYLYDO7KURXJKRXW0DKDDQG8P6DDG¶VVWD\DWWKHDV\OXPWKHVLJQLILFDQFHRI/RUGH¶V
erotic becomes evident. As Lorde explains: 
The erotic functions for me in several ways, and the first is in providing the power which 
comes from sharing deeply any pursuit with another person. The sharing of joy, whether 
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physical, emotional, psychic, or intellectual, forms a bridge between the sharers which 
can be the basis for understanding much of what is not shared between them, and lessens 
the threat of their difference (280). 
 Although Maha and Um Saad are not exactly sharinJ³MR\´WKH\DUHDEOHWRZRUNSDVWWKHLU
class differences and emphasize their commonality and shared experiences. Bedouins and Hadar 
are two distinct social groups; the categories share very little, if anything, in common. The class 
differences are emphasized in society and culture. When Faqir places Maha and Um Saad in the 
shared space of the room, the asylum, these social and class differences are eliminated. What 
emerges instead is a stronger sister solidarity, with potential to subvert the hegemonic powers. 
Maha and Um Saad form a socio-political alliance against the English doctor and his helpers. 
They refuse to be silenced and keep talking all night. Throughout their conversations, their 
stories, their sharing of experiences, talking becomes a tool and ritual for resistance and defiance. 
Moreover, talking becomes necessary in order to heal, create, and resist subordination. Even 
when the English doctor increases their dosage, Maha and Um Saad begin to laugh and continue 
WDONLQJZKLFKEDIIOHVKLP³7Ke doctor loosened the tight collar at his neck and gazed at us, 
EDIIOHG´2QO\WKURXJKWKHLUULWXDOVRIPHPRU\WDONLQJDQGWKHVHQVHRIWRXFKDUHWKH\
able to resist their subordination and the hierarchy at the mental asylum.  
The construction of 8P6DDG¶VQDUUDWLYHLVGHSHQGHQWQRWRQO\RQKHUPHPRULHVEXWDOVR
on two very significant mediums: film and music. Because Um Saad has had access to modernity 
and city-life, she recalls various films that she has seen, actors and actresses that have affected 
her, and songs that she has memorized.  Um Saad entertains Maha by narrating the events of the 
films she had watched, the way the characters interacted on screen, and the effects on her sense 




share a prison cell, for different reasons. Molina is arrested for his homosexuality, while Valentin 
has been imprisoned for his political activism against the Argentine government. Like Maha and 
Um Saad, Molina and Valentin must find commonality within their differences. Molina, like Um 
Saad, refers to films he has watched and tells them to Valentin to pass the time. Also like Um 
Saad, 0ROLQDVLQJVVRQJVWKDWKHKDVKHDUGEHIRUH)DTLUOLNH3XLJGHSOR\V0LNKDLO%DNWKLQ¶V
VWUDWHJ\RIGLDORJLVP0LFKDHO'XQQH¶V³'LDORJLVPLQ0DQXHO3XLJ¶VKiss of the Spider Woman´
H[DPLQHVWKHQDUUDWLYHWHFKQLTXHRI%DNKWLQ¶V³LQVHUWHG´JHQUHV'unne explains the 
FRQFHSWVRIGLDORJLVPDQGSRO\SKRQ\³3RO\SKRQ\DOVRHQWHUVWKHQRYHOWKURXJK3XLJ¶VXVHRI
music. Since the term polyphony is borrowed metaphorically from music, the absorption of 
popular songs into this novel would probably fail to surpULVH%DNKWLQ´-24). Similarly, Faqir 
HPSOR\VWKHXVDJHRISRO\SKRQ\WKURXJK8P6DDG¶VFKRLFHRIVRQJV8P6DDGLQWHUUXSWVKHU
own narrative in order to insert songs. For instance, while speaking of the abuse inflicted upon 
her as a child, she suddenly EUHDNVLQWRVRQJ³,ZLOOQHYHUIRUJHWWKHPRXVWDFKHRIP\IDWKHUDQG
his wide black trousers. Two eagles could sit on his bushy moustache. The soothing songs and 
FULHVRIWKHQLJKWµ'DUN-haired beauty. Oh dark haired beauty. You are the glass, and your lips 
DUHWKHZLQH¶´8P6DDGGRHVQRWH[SODLQWKHVLJQLILFDQFHRIWKHVRQJVVKHFKRRVHVWRVLQJ
+RZHYHUDWFHUWDLQMXQFWXUHVKHUFKRLFHRIVRQJVHHPVWRHPSKDVL]HKHURZQUHDOLW\¶VFUXHOW\DV
she laments her losses. When she relates to Maha how she met Muhammad many years later, and 
the nostalgia that seized her heart, she chooses to sing the following:  
'RQ¶WVD\ZHZHUHDQGWKHUHZDV 
I wish all of this had not happened. 
I wish I had never set my eyes on you (151).  
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Like Molina, Um Saad is seeking a lost or ideal love, only found in music and the cinema. 
'XQQHGHVFULEHV0ROLQD¶VLQIDWXDWLRQZLWKPXVLFEROHURVDQGWKHFLQHPD³7KHSORWV«WKDW
Molina recounts throughout the novel appeal ± as the boleros do ±WR0ROLQD¶VVHQWLPHQWDOLW\DQG
his pathetic desire for a world in which lovers live happily ever. Valentin sees himself as more 
steely-H\HGDQGUHDOLVWLF´8P6DDGZLVKHVVKH³KDGURXQGKLSVOLNH+LQG5RXVWRP«D
beautiful Egyptian actress. Her voice is husky and she wiggles her hips. I had no KLSVQRWKLQJ´
8P6DDG¶VLQIDWXDWLRQZLWKWKHDFWUHVVHVRIWKHFLQHPDH[SUHVVHVKHUGHVLUHWREHOLNHWKHP
to have their bodies and their voices, to be able to express herself as she wishes. While she 
describes the films she has watched, the audience is able to discern her desire for the same 
OLIHVW\OHWKDWVKHZDWFKHVWKHVDPHORYHWKHVDPHLGHDOL]HGFRXUWVKLSE\DPDQ³)DULGDO-
Attrash appeared on the screen and a funny feeling hit me as I had lost the lower part of my 
body. He sang to Sammiya JDPDO«)DULGZRXOGVLQJDERXWWKHVRUURZVRIORYH«,FULHGZKHQ
WKH\GLGQRWDOORZKLPWRVHHKLVEHORYHG«,FULHGDQGFULHGZKHQWKH\JRWPDUULHGDWWKHHQG´
(49-8P6DDGOLNH3XLJ¶V0ROLQDLVVHQWLPHQWDODQGKHUPHPRULHVDUHIXVHGZLWKILOPDQG
music, false depictions of reality, depictions that do not coincide with her own harsh reality, 
allusions to fairytales and happy endings that remain out of reach. On the other hand, like 
Valentine, Maha attempts to be the realistic and rooted subject, who tries to bring Um Saad back 
from her engagement with music and film, back to her narrative. For instance, Um Saad speaks 
of the way she was committed to the asylum, and Maha intervenes to correct her: 
 µ7KH\ZRNHPHXSWKUHZPHLQDFDUDQGEURXJKWPHWRWKLVSDUDGLVH¶ 
 µ8P6DDGWKLVLVQRSDUDGLVH,WLVDPDGKRXVH<RXPXVWQRWIRUJHWWKDW¶ 







Although at first Maha attempts to remain controlled, calm, and realistic, she cannot resist 
joining Um Saad and starts singing along.  
This dialogism and polyphony are crucial not only at the semantic level, but also at the 
political level, for it is their songs that infuriate the English doctor and cause disruption within 
the system. Maha dHVFULEHVKLVUDJH³7KH(QJOLVKGRFWRUHQWHUHGWKHURRPDQGVWDUWHGVKRXWLQJ
DWXVLQDGLIIHUHQWWRQJXHWKHQVDLGLQ$UDELFµ6KXWXS¶,H\HGKLVVWHHO-EOXHH\HV«WKHQ
VKRXWHGµ1R\RXVKXW\RXUIRUHLJQPRXWK¶0DKDDQG8P6DDG¶VUHVLVWDQFHKHLJKtens 
and threatens the status quo. Their sisterly solidarity becomes a socio-political act of subversion 
of the otherwise rigid institutions, of colonialism, patriarchy, and institutions that discipline and 
RSSUHVVWKHP'XQQHGHVFULEHV3XLJ¶VQRYHODVGRLQJWKHIROORZLQJ³2YHUFRPLQJERXQGDULHV
socio-political and aesthetic, bridging gaps, meeting the other person as a subjectivity equal to 
RQH¶VRZQ± WKHVHDUHWKHVW\OLVWLFVWUDWHJLHVDVZHOODVWRSLFVRI3XLJ¶VKiss of the Spider 
Woman´)DTLU¶VWH[WHPSOR\VWKHVDPH³VW\OLVWLFVWUDWHJLHV´DOORZLQJIRUDQHZVSDFHWR
be created, a space for sister solidarity and rebellion.  Pillars of Salt also employs the insertion of 
VRQJVZLWKLQ0DKDDQGWKH6WRU\WHOOHU¶VQDUUDWLYHDOEHLWXVHGGLIIHUHQWO\DQGIRUGLIIHUHQW
purposes. For example, when the English leave the village, a song is inserted within the text, and 
it remains unclear whether it is MDKDRUWKHZRPHQZKRDUHFKDQWLQJ³:RPHQRI+DPLDEH
KDSS\EHKDSS\\RXUHQHP\KDVGHSDUWHGEHKDSS\´,QWKH%HGRXLQFRQWH[WDQGVHWWLQJ





alongside each other in a continuous dialogue which aims to shatter and resist the oppressive 
UHJLPHVWKH\DUHVXEMHFWHGWR3XLJ¶VFKDUDFWHUVLQWHUDFWLQDSULVRQLQRQHFHOOWKDWWKH\PXVW
VKDUHZKLOH)DTLU¶VFKDUDFWHUVLQWHUDFWLQDQDV\OXPDOVRLQRQHURRP7KHSULVRQDQGWKH
asylum become sites of resistance to the hegemonic order.    
Defamiliarization of English and Arabic 
)DTLU¶VPillars of Salt draws upon words, phrases, sayings, films, actors and actresses, 
religious quotations that would be unfamiliar to the Western reader. Um Saad refers to popular 
songs and film, actors such as Farid al-atrash, Hind Roustom, Um Kalthum, who are extremely 
popular and rooted within Arab pop culture. To the Western reader, these names have no 
significance. This is only one example of the process of defamiliarizing the Englishness of the 
text.  Faqir is an Anglophone writer, yet her text is not aimed at a strictly English-speaking 
DXGLHQFHRUDZHVWHUQRQH'L\D0$EGR¶V³+RZWREHD6XFFHVVIXO'RXEOH$JHQW
'LVSODFHPHQWDV6WUDWHJ\LQ)DGLD)DTLU¶VPillars of Salt´LVH[WUHPHO\XVHIXOIRUIRUPXOating 
DQXQGHUVWDQGLQJRI)DTLU¶VWH[WDVRFFXS\LQJDWKLUGVSDFHDVSDFHEHWZHHQ(DVWDQG:HVW
between denying native informacy, and writing for a Western audience. Abdo describes this third 
VSDFH³>WKHWH[W@LQKDELWVDQDPELJXRXVSRVLWLRQLQLWVUHODWionship with its audience. On the one 
KDQGWKHWH[WDVVXPHVD:HVWHUQDXGLHQFHLWZDVRULJLQDOO\ZULWWHQLQ(QJOLVK«RQWKHRWKHULWV
ODQJXDJHDVVXPHV«NQRZOHGJHRIWKH$UDELFODQJXDJHDQG$UDEFXOWXUH´%HFDXVHWKHWH[W
requires familiarity with Arabic culture, turath, popular culture, and at times, Bedouin dialect, it 
alienates the uninformed Western reader, creating a state of confusion. Faqir uses English, yet 





but it can be colonised E\$UDELF«WKH(QJOLVKLWVHOIPXVWEHFKanged, fused with Arabic, so that 
both DUHRUJDQLFDOO\WUDQVIRUPHGDQGUHVLVWHG´7KLVVWUDWHJ\LVQRWSXUHO\DOLQJXLVWLFRQH
it is a political and ideological attempt at decolonizing and critiquing both English and Arabic, 
both cultures which blend with patriarchal, colonial, racist, and orientalist ideologies. At first 




misogynistic, Orientalist voice of the Storyteller, Faqir manages to hold a mirror up to the West, 
H[SRVLQJLWVDVVXPSWLRQVWKDWWHQGWRRYHUORRNDQGGLVWRUW$UDEZRPHQ¶VUHDOLWLHV+RZHYHULWLV
not only the Orientalist voice that Faqir attacks, but also the religious voice. Abdo explains the 




conveyed during the month of Ramadan to the prophet Muhammad, thus implying that 
PXWLODWLQJQDUUDWLYHVDUHQRWVLPSO\QDWLRQDORURULHQWDOLVWEXWDOVRUHOLJLRXV«HLWKHUZD\
his character is an amalgam of any masculine voice that has mutilated, misrepresented or 
FRPSOHWHO\EXULHGZRPHQ¶VLGHQWLWLHVH[LVWHQFHVDQGQDUUDWLYHV 
)DTLU¶VDWWDFNRQFRORQLDOLVWUHOLJLRXVRULHQWDOLVWDQGSDWULDUFKDOLGHRORJLHVLVDSSDUHQW
throughout. Even when the women are institutionalized for their alleged madness, the reader is 




narratives lies in dismantling orientalist, patriarchal, and religious narratives and rewriting new 
ones. Pillars of Salt does not merely cater to the Western reader by exoticizing the East and 
Eastern womeQ¶VSOLJKW$EGRLGHQWLILHVWKHWH[W¶VDELOLW\WR³OXOODQGWKHQSXOOWKHUXJIURP
under, Western readers, to critique them and bring them face-to-face with oppressive orientalist 
RUFRORQLDOGLVFRXUVHV´7KH:HVWHUQUHDGHULVGHQLHGDJHQF\GHQLHGa superior stance, as 
even the English language which was once familiar, becomes unfamiliar. This uncomfortable 
SRVLWLRQLVVLJQLILFDQWEHFDXVH³LWLVFRPIRUWDEOHIRUWKH:HVWHUQUHDGHUWRIHHOWKDWWKH
RSSUHVVLRQWKHQRYHO¶VIHPDOHFKDUDFWHUVHQGXUHFRPHV from their own culture and the men who 
control it. Less comfortable is the realization, if achieved, that this blatant misogyny comes from 
DPDQZKRLVDIRUHLJQHUDQGIULHQGRIWKH(QJOLVK´-7KHWH[W¶VDPELJXRXVSRVLWLRQ
between East and West is evident in another example:  
%\RSSRVLQJWKH6WRU\WHOOHU¶VDUJXDEO\4XU¶DQLFQDUUDWLYHZLWK0DKD¶VWKHWH[WWDNHVRQ
the attractive Western packaging of an anti-Islamic text. The Arab and Muslim audience 
PHDQZKLOHNQRZLQJWKHPHDQLQJRI7KH6WRU\WHOOHU¶VQDPHFDQYLHZKLV4XU¶DQLF
mantle instead as an example of Western misinterpretation and misappropriation of Islam 
(255-56).  
Yet another example of the different understandings of phrases is apparent in the usage of 
SKUDVHVVXFKDV³&XUVHWKHLUUHOLJLRQ´DSKUDVH1DVUDXVHVZKHQVKHZLWQHVVHV0DKD¶VSDLQDQG
suffering after Hajjeh Hulala attempts to rid her of the evil within her body, to help cure her 
assumed barrenness (Pillars 97). Abdo argues that this phrase is used commonly in Arabic, and 




µNQRZQ¶DOODORQJDQGWULHGWRFRQYH\WRWKHSRRUEURZQZRPDQZKRPXVWUHMHct her oppressive 
culture and name it as evil or backward in order to free herself and join the ranks of the 
FLYLOL]HG´7KHUHLVDFOHDUGLVWLQFWLRQEHWZHHQXVWKHPIRULWLV³WKHLU´UHOLJLRQWREH
FXUVHGDQGQRWWKH:HVW¶V+RZHYHU$EGRLQVLJKWIully points out that this statement could also 
EH³UHYHODWRU\WRWKH$UDELF-speaker who has heard the phrase often and never stopped to really 
WKLQNDERXWLW´:KRVHUHOLJLRQLVLW",VLWDPXWLODWHGUHOLJLRQ",QWKHFRQWH[WRI1DVUD¶V
objection, MahDLVEHLQJWRUWXUHGWREHULGRIDQHYLOVSLULWDQGWKHUHIRUH³1DVUDFDQDFWXDOO\EH
seen as cursing the hedonistic religion of Hulala and Aunt Tamam, which is an aberration of 
,VODP´%RWKWKH:HVWHUQUHDGHUDQGWKH(DVWHUQRU$UDELFUHDGHUDUHSOaced in a third 
space, unfamiliar to them, uncomfortably ambiguous. The text aims to deconstruct rigid notions 
of the East and West by creating a third space, inside yet outside. Both readers are always on the 
periphery. Abdo explains that for the Arabic speaker, the usage of traditional customs, songs, or 
phrases begins WRFDUU\QHZPHDQLQJ6KHSURYLGHVWKHIROORZLQJH[DPSOHV³7KHVODXJKWHULQJRI
the sheep for example (they forced the sheep to lie on their backs, tied their hind legs together, 
and cried, µ,QWKHQDPHRI$OODK¶VXJJHVWVWKHVODXJKWHULQJRIDQGYLROHQFHDJDLQVWZRPHQ´
(262). Another example of the defamiliarization technique appears WKURXJK8P6DDG¶VUHYHODWLRQ
DERXWKHUOLIH³0\OLIHLVFDQG\-floss; fluffy and full from the outside, empty like this damned 
hospital room from the inside. And they called the candy-IORVVµJLUO-FXUOV¶,WZDVOLNHP\OLIH$
JLUO¶VOLIH$IOXII\OLHIRUKDOIDSLDVWHU´7KH$UDELFVSHDNHUXQGHUVWDQGV8P6DDG¶V
imagery because most have been exposed tRFRWWRQFDQG\DV³JLUOV-FXUOV´DSKUDVHZKLFKLVYHU\
FRPPRQEXWSDVVHVZLWKRXWPXFKWKRXJKW,I³JLUOV-FXUOV´DUHPHDQWWREHHDWHQDEVRUEHGDQG
VLPXOWDQHRXVO\IRUJRWWHQDV$EGRGHVFULEHV³PHOWDZD\VXFNHGGU\ZRPHQ¶VOLYHVDUHDV
forgotten and aVHSKHPHUDODVWKHLUVZHHWQHVVDQGLPSRUWDQFHLQWKLVFXOWXUH´-63). This 
206 
 
displacement is double-fold, for it places the Arabic speaker outside his/her comfort zone, and 
alienates the English speaker. This strategy is powerfully deployed throughout Pillars of Salt.  
The Maternal in the Asylum 
$OWKRXJK)DTLU¶VPillars of Salt interrogates certain cultural, ideological, orientalist, 
patriarchal, and even linguistic assumptions, her female protagonists do not manage to escape 
from the pressures that have led to their exile and annihilation. They are expelled from society 
only to enter an asylum that mirrors the external society. Public institutions and the public sphere 
work against them to destroy and disfigure their private lives. Michel Foucault in Madness and 
Civilization emphasizes the coercion of the asylum: 
The asylum as a juridical instance recognized no other. It judged immediately, 
and without appeal. It possessed its own instruments of punishment, and used 
them as it saw fit. The old confinement had generally been practiced outside of 
normal juridical forms, but it imitated the punishment of criminals, using the same 
prisons, the same dungeons, the same physical brutality (252-53).  
The physical punishment at the asylum is administered by the English doctor, as these methods 
of dealing with the insane are transferred from the Empire. The asylum is a modern invention, 
the medications and the tools are used to physically control and silence the insane. The English 
doctor, the nurse Salam, and the porter Kukash, all function as disciplinary forces that aim to 
silence and subjugate the madwomen. Maha recounts the routine of shaving their heads, which 
the English doctor, along ZLWKWKHQXUVHDQGWKHSRUWHU¶VKHOSHPSOR\V 
7KLVLVZKDWWKH\GRWRFRQWUROXV«:KHQWKHZKLUUZKLUURIWKHWRROVWRSSHGZKHQWKH
door was shut, when Um Saad finally uttered a long sigh, I turned my head and opened 
my eyes. She ran her hands on her bald head. I leapt out of bed, pushed her hands away, 
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picked up the pink scarf then it around her head, making sure I covered the bald skull 
FRPSOHWHO\«>VKH@VWDUWHGFU\LQJOLNH0XEDUDNZKHQKHZDVRQHZHHNROGDQGKDGMXVW
EHHQFLUFXPFLVHG«,SXWKHUKHDGRQ my chest and the heat of her tears seeped 
WKURXJK«0\QLSSOHVVKUDQN,ZDQWHGWREUHDVWIHHGP\VRQ 
It is modernity and colonization that have brought this mental institution to the land, it is this tool 
which Maha does not comprehend, the tool with DVRXQGRI³ZKLUUZKLUU´WKDWLVXVHGWRVKDYH
their heads, leaving them as dehumanized and as dewomanized as possible. At first, Um Saad 
refuses to take her scarf off, because men must not see her; this is a part of her turath and 
religion (207). In the face of modernity, turath is shunned, disavowed and rejected, and stands a 
very small chance of resisting the dominant status quo, the power of modernization and 
globalization. What is there to do, other than extend sisterly solidarity, heal the other, and return 
to the maternal? Maha and Um Saad only find comfort in each other, in female solidarity, and in 
the maternal. 0DKD¶VVRFLR-political agency is at its highest and deepest level during her stay at 
the mental asylum. She reaches out for Um Saad, holding her as one would cradle a child, and 
XQNQRZLQJO\JDLQVSRZHUIURPWKHPDWHUQDOIURP.ULVWHYD¶VVHPLRWLF7KLVUXSWXUHRIWKH
symbolic order and the patriarchal laws of society, institutions, and colonialism, is seen at its 
clearest in the passage mentioned above. Maha and Um Saad manage to make sense of the chaos 
of the symbolic, the world order, the patriarchal and colonial domination that resides over them, 
only when they embrace each other and the power of the maternal. Their madness, then, is 
threatening to both the patriarchs at home and the colonisers. The construction of the two female 
heroines Maha and Um Saad, who come from two very different backgrounds, is necessary for 
the argument of commonality and sisterhood in the struggle against patriarchy and colonialism. 
Maha and Um Saad are both madwomen who function as embodied agents of political and 
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cultural resistance and they are able to find strength through the maternal and the feminine. Their 
madness is subversive in its very presence, in its ability to ignite fear and offend both the 
























Chapter Four: Bedouin Madwomen in Miral Al-7DKDZ\¶VThe Tent 
 
 The previous chapter explored various dimensions of the term Bedouin as well as 
Jordanian Bedouin literature.  This chapter shifts the scene to Egypt, continuing to explore the 
µPDGZRPDQ¶LQD%HGRXLQFRQWH[WWKURXJKDFORVHUHDGLQJRI0LUDO$O-7DKDZ\¶VQRvel The 
Tent. Al-7DKDZ\¶VQRYHOZDVSXEOLVKHGLQDQGWUDQVODWHGWR(QJOLVKLQWKHRULJLQDO
text was written in Arabic and entitled al-Khibaa. In contrast with the majority of fiction by 
Egyptian women writers, The Tent stands out by dealing with a rural setting, and introducing 
Bedouin culture and environment to the reader. Not only does Al-Tahawy introduce Egyptian 
Bedouin culture to a world audience unfamiliar with it, but she also manages to create a space for 
resistance to a dominant patriarchal order by focusing on a web of female characters and their 
intertwining lives.  Al-Tahawy has dealt with the subject of Bedouin culture and identity in her 
other texts, including Blue Aubergine (2002), Gazelle Tracks (2009) and Brooklyn Heights 
(2012).  Blue Aubergine H[DPLQHVD\RXQJZRPDQ¶VUHFRQFLOLDWLRQRIKHU%HGRXLQKeritage with 
the modern world, Gazelle Tracks IRFXVHVRQD\RXQJZRPDQ¶VSUHRFFXSDWLRQZLWKGLVFRYHULQJ
KHUPRWKHU¶VSDVWDQGWKHWULEH¶V loss of power amidst modernity, and Brooklyn Heights deals 
ZLWKDGLDVSRULFWKHPHDQGWKHSURWDJRQLVW¶VVHQVHRIGLVSODFHPHQWLQ1HZ<RUNFor the purpose 
RIWKLVSURMHFW¶VIRFXVRQPDGIHPDOHSURWDJRQLVWV,KDYHFKRVHQWRZRUNZLWKThe Tent. It is the 
only one of Al-7DKDZ\¶VZRUNVWKDWGHDOVH[SOLFLWO\ZLWKPDGQHVVLQD%HGRXLQFRQWH[W7he text 
presents us with the figure of the Bedouin madwoman in a tent and the external factors she must 
deal with. In The Tent, madness figures as a consequence of an oppressive Bedouin culture 
affected by colonial relations, as in )DGLD)DTLU¶VPillars of Salt. The protagonist, however, 
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unlike Maha and Um Saad, does not end up in a mental asylum, but she becomes physically 
disabled and mad. Both her madness and physical disability leave her marginalized and exiled 
within her home, the tent. The protagonist, Fatima, is left with a physical disability that casts her 
as an invalid, and yet there is power within her disability and madness.  
Al-7DKDZ\¶VWH[WLVUHODWLYHO\new; she arises from a new generation of Egyptian writers 
whose focus differs from earlier Egyptian fiction.  Hoda Elsadda explains in Arab Women 
Writers:  ³:HILQGLQZULWLQJRIWKH990s a language concerned with the small details of 
ZRPHQ¶VOLYHV± details for whose importance generations of women fought to win recognition. 
7KHVHDUHGHWDLOVWKDWZHUHODUJHO\LJQRUHGGXULQJZRPHQ¶VDWWHPSWWREHORQJWRWKHZRUOGRI
PHQ´(OVDGGD. During and after the 1990s, Egyptian female writers had shifted their focus 
to women, to writing for and about women in patriarchal societies, paying attention to the 
LQWULFDWHGHWDLOVWKDWPDNHXS(J\SWLDQZRPHQ¶VH[SHULHQFHV7KHPDMRULW\of Egyptian literature 
GXULQJWKHVGHDOWZLWKXUEDQFODVVHVDQGVRFLHW\¶VH[SHFWDWLRQVRIDQGGHPDQGVRQZRPHQ
Close attention was paid to the individuality of women and the social, cultural, and political 
IDFWRUVWKDW³TXDVKWKHVHOIDQGGLVWRUWLWVLGHQWLW\Rn the individual, social, domestic, historical, 
DQGSROLWLFDOOHYHO´(OVDGGD:RPHQZULWHUVZHUHDEOHWRIRFXVRQWKHSULYDWHOLYHVRI
Egyptian women in relation to the public and spatial politics. As a result, identity politics and 
formation emerged as one of the main themes of the literature of the time. However, Bedouin 
identity politics was not explored until Al-7DKDZ\¶VQRYHOLQ$O-Tahawy explored a 
segment of society that had previously been left uncharted in Egyptian literature. Her text was 
able to address and create a new understanding of Egyptian Bedouin lifestyle while examining 
the individuality of the Bedouin alongside the collective. Even more specifically, Egyptian 
Bedouin women, in Al-7DKDZ\¶VWH[WVZHUHJUDQWHGDYRLFHZLWKSRWHntial for subversion.  
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The Tent examines a network of relationships between women and their surroundings, 
their oppressive realities and the tensions that threaten to disrupt their sense of self. Elsadda 
devotes a specific section of her summary of EgyptiaQZRPHQ¶VILFWLRQWR$O-7DKDZ\¶VZRUNLQ
which she considers the text an initiation into a different environment, a lens into Bedouin 
FXOWXUHDQGWKHG\QDPLFVRI%HGRXLQZRPHQ¶VVXEMHFWLYLW\DQGWKHKLHUDUFKLHVZKLFKJRYHUQ
their lives. Al-Tahawy gives voice to Egyptian Bedouin women, singling them out from the 
PDMRULW\RIXUEDQ(J\SWLDQZRPHQ(OVDGGDGHVFULEHVWKHQRYHO¶VVHWWLQJDQGDGGUHVVHVWKHPDLQ
LVVXHVZKLFK$O7DKDZ\¶VWH[WSUHVHQWV 
Al-Tahawy takes us to the world of the Bedouin, to explore untrRGGHQSODFHVLQZRPHQ¶V
ILFWLRQ«ZHSOXQJHLQWRWKLVROG-new world, where the severity of reality intersects with 
the vastness of myth and we feel the contradictions of oppression, alienation, and 
UHVLVWDQFH:HVHHWKLQJVWKURXJKWKHH\HVRI)DWLPDKHUµIDWKHU¶VJD]HOOH¶ZKRVWDQGV
by helplessly as her own gazelle, Zahwa, is slaughtered and roasted. She created an 
imaginary world where she finds refuge from the harshness of her tyrannical grandmother 
and her persistent reproach of )DWLPD¶VPRWKHUIRUJLYLng birth to evil ±that is, to girls. 
Fatima seeks protection in her father, but his relationship with her mother ±µWKH
PDGZRPDQ¶DVKHUJUDQGPRWKHUFDOOVKHU± UHPDLQVLQH[SOLFDEOHWRKHU«6KHVHL]HVXSRQ
the arrival of Anne, a foreigner who has come to study the lives of the Bedouin and 
DFTXLUH$UDELDQKRUVHV«)DWLPDORVHVKHUOHJDQGEHFRPHVODPHLQUHDOLW\KHUVHQVHRI
alienation and psychological lameness ±EHFRPHVDWDQJLEOHGHIHFWYLVLEOHWRDOO«$QQH
and her friends watch her, and she decides to return home, where she meets the fate of 
KHUµGHUDQJHG¶PRWKHUZKROLYHVLQDZRUOGDGMDFHQWWREXWRXWVLGHWKHERUGHUVRIWKH
collective (145).  
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There has been very little, if any, scholarly research that directly addresses The Tent, apart from 
(OVDGGD¶VEULHIDQDO\VLVHowever, $O7DKDZ\¶VQRYHOFDUULHVWDFNOHVDQDOWRJHWKHUQHZDUHD, as 
Elsadda suggests with her term ³XQWURGGHQ´/LNH)DTLU¶VPillars of Salt, the text deals both 
explicitly and implicitly with patriarchy and colonialism while attempting to negotiate a space 
IRUZRPHQ¶VDJHQF\DQGVXEMHFWLYLW\ZLWKLQDKDUVK%HGRXLQVRFLHW\$O-Tahawy weaves the 
themes of madness and disability into the text, calling into question the definitions of femininity, 
GLVDELOLW\DQGVRFLHW\¶V exclusion of the GLVDEOHGDQG³PDGZRPHQ´7KURXJKDFRPSOH[
arrangement of social, colonial, and ideological factors which threaten to obliterate Bedouin 
ZRPHQ¶VVHQVHRIVHOI$O-Tahawy identifies the struggle of preserving sanity in the face of a 
patriarchal culture which leaves women excluded from both the public sphere and expelled from 
within their own private spheres. The private sphere, in this context, is the tent itself, the 
ZRPHQ¶VGRPDLQEXWHYHQZLWKLQWKHLURZQVSDFHKLHUDUFKLHVDQGSRZHUUHOations do exist. The 
tent, or the private domain, mirrors the public domain in its reinforcement of power relations, 
hierarchies, and ideological constructions that constrain women within certain definitions of 
womanhood.  
 Anthony Calderbank, translator of Al-7DKDZ\¶VThe Tent, stresses the importance of 
reading the text within its context, bearing in mind its position as a text translated from the 
Arabic language to English:  
The English language lacks the grammatical and morphological devices to express the 
IHPLQLQHQHVVWKDWWKH$UDELFODQJXDJHHQMRLQVXSRQWKLVWH[W7KHUHLVQRµZRPHQ¶VQXQ
al-QLVZD¶LQ(QJOLVKQRIHPLQLQHSOXUDOHQGLQJVQRIHPLQLQHQRXQVDQGDGMHFWLYHVDQGLW





WUDQVODWHVLQWR³ZRPHQ´$VDUHVXOWWKHWUDQVODWHGYersion attempts to retain an element of 
Arabic femininity and Calderbank is clearly aware of the significance of this linguistic ploy. 
Throughout the text, he strives to relay the feminine aura that envelops the characters and the 
plot. Al-Tahawy not only writes the feminine but since her text bears marks of modernism and 
experimentation with narrative form, she also employs a stream-of-consciousness technique, in 
which the thoughts of the protagonist, Fatima, are constantly being exposed to the reader, 
mudGOHGDQGXQFOHDU7KHOLQHEHWZHHQUHDOLW\DQGIDQWDV\LVEOXUUHGWKURXJK)DWLPD¶VQDUUDWLYH
as she struggles to make sense of her environment. Al-7DKDZ\¶VWH[WLVDQH[DPSOHRIZKDW
Hélène Cixous advocates in The Laugh of the Medusa. For Cixous, writing by women for 
women and about women is of the utmost necessity to create a space for women to renegotiate a 
sense of pride and self. Al-7DKDZ\¶VWH[WGRHVMXVWWKDW± it manages to speak to women, for 
ZRPHQDQGDERXWZRPHQ&L[RXVXUJHVZRPHQWR³ZULWH\RXU self. Your body must be heard. 
2QO\WKHQZLOOWKHLPPHQVHUHVRXUFHVRIWKHXQFRQVFLRXVVSULQJIRUWK´$VVXFK$O-
Tahawy employs the usage of stream of FRQVFLRXVQHVVWKURXJKWKHFKDUDFWHU)DWLPD¶VUHOD\LQJRI
the events and her thoughts concerning her parents. Al-7DKDZ\¶VWH[WFDUULHVDVHQVHRI
femininity, especially when the Arabic language clarifies this point which is reminiscent of 
&L[RXV¶VSRHWLFPeditation upon a feminine style of writing:  
It is impossible to define a feminine practice of writing, and this is an impossibility that 
will remain, for this practice can never be theorized, enclosed, coded ± ZKLFKGRHVQ¶W
PHDQWKDWLWGRHVQ¶WH[LVW«,WZill be conceived of only by subjects who are breakers of 
automatisms, by peripheral figures that no authority can ever subjugate (2046).  
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The Tent is in every sense a representation of a feminine text, a feminine style of writing, a text 
ZULWWHQE\D³SHULSKHUDO´ILJXUHD%HGRXLQZRPDQZKRRQDODUJHUVFDOHZULWHVDJDLQVW
SDWULDUFK\DQGFRORQLDOLVPDVZLOOEHHYLGHQWLQWKLVFKDSWHU¶VWH[WXDODQDO\VLV2QDPRUH
precise level, Al-Tahawy deals specifically with the female body, the regulation and discipline of 
the female body, and the intersection of disability and madness. Fatima is both physically 
disabled and mad, and her protest is through the body and subversion of normalcy.  
The text itself is a symbol for an emanation of the female body, which grounds the text as 
a tent peg does a tent, DVVWDWHGLQWKHHSLJUDSKRIWKHQRYHO³WRP\ERG\DWHQWSHJFUXFLILHGLQ
WKHZLOGHUQHVV´7KHIHPDOHERG\LVWKXVEHVWJUDVSHGDVWKHWHQWSHJWKHVPDOOHVWXQLWLQWKH
physical structure of the tent, but perhaps the most significant one; the peg bears the weight of 
the entire tent and holds it in place.Not only does Al-Tahawy create a tent filled with women 
FKDUDFWHUVEXWVKHDOVRUHFUHDWHVWKHILJXUHRIWKHPDGZRPDQ)DWLPD¶VPRWKHULVFRQVLGHUHG
mad and dangerous and as Fatima grows up, she descends into madness too, following her 
PRWKHU¶VIRRWVWHSV&L[RXVGLVFXVVHVZRPHQ¶VYXOQHUDELOLW\DQGhysteria as follows: 
Muffled throughout their history, they (women) have lived in dreams, in bodies (though 
muted), in silences, in aphonic revolts. And with such force in their fragility; a fragility, a 
YXOQHUDELOLW\HTXDOWRWKHLULQFRPSDUDEOHLQWHQVLW\«7KH\KDYHIXULRXVO\LQKLELWHGWKHVH
sumptuous bodies: admirable hysterics who made Freud succumb to many voluptuous 
moments impossible to confess«KDXQWLQJKLPZLWKWKHLULQDXGLEOHDQGWKXQGHULQJ
denunciations (2049-50).  
As &L[RXVGHVFULEHVLWWKHVH³LQDXGLEOHGHQXQFLDWLRQV´DUHPRVWWKUHDWHQLQJWRWKHSXEOLF
GRPDLQ)DWLPD¶VPRWKHULVDVLOHQWPDGZRPDQDZRPDQZKRJRHVWKURXJKDQ³DSKRQLF´UHYROW
which affects both the private and public sphere. Her silence disturbs and unsettles the 
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household, creates a sense of grotesqueness in the tent, and she is feared and pitied 
simultaneously. Similarly, as the novel draws to an end, Fatima chooses to remain silent even 
when spoken to. Like her mother, she is labelled as a madwomanEXW)DWLPD¶VERG\WDNHVWKLV
revolt one step further: she is disabled and unable to walk, which further exemplifies her state as 
ZRPDQDVDWHQWSHJDVD³ERG\FUXFLILHG´)RU&L[RXVWKHILJXUHRIWKHPRWKHULVDOZD\V
within woman herself, there is always a correlation between woman and woman, mother and 
daughter. Al-7DKDZ\¶Vcharacters are interconnected, women within women, Fatima merges 
ZLWKKHUPRWKHUDQGKHUPRWKHU¶VPDGQHVVEHFRPHVKHURZQ&L[RXVH[SODLQVWKLVPHUJLQJ
of/with women:  
There always remains in woman that force which produces/is produced by the other ± in 
particular, the other woman. In her, matrix cradler; herself giver as her mother and child; 
she is her own sister-GDXJKWHU«7KHPRWKHUWRRLVDPHWDSKRU,WLVQHFHVVDU\DQG
sufficient that the best of herself be given to woman by another woman for her to be able 
WRORYHKHUVHOIDQGUHWXUQLQORYHWKHERG\WKDWZDVµERUQ¶WRKHU-45).   
Al-7DKDZ\¶VThe Tent is a return to the body, a reclaiming of the female body, specifically the 
%HGRXLQZRPDQ¶VERG\7KURXJKKHUIHPLQLQHZULWLQJWKURXJKKHUIHPDOHFKDUDFWHUV$O-
7DKDZ\³UHWXUQ>V@LQORYHWKHERG\WKDWZDVµERUQ¶WRKHU´&L[RXVXUJHVZRPHQWRZULWH³LQ
ERG\«ZRPHQDUHERG\0RUHERG\KHQFHPRUHZULWLQJ´5DWKHUWKDQIRFus on the 
significance of the mind and place the mind at a higher level than the body, Cixous dismantles 
the dichotomy of the mind/body. In the same manner, Al-Tahawy exposes the power of the mind 
and the body, setting mental derangement and physical disability as equally alienating, yet 
eventually both disabilities function as a reclamation of the mind and body.  




between public and private spheres. The female space is also the private sphere, hence the 
³IRUELGGHQSODFH´$O-7DKDZ\¶VThe Tent symbolizes this distinction between male and female 
space, emphasizing the segregation between the sexes and the network of relationships between 
women that take place within that space. In Bedouin Life and the Egyptian Wilderness Joseph J. 
Hobbs provides DQDQWKURSRORJLFDODFFRXQWRIKLVLQWHUDFWLRQZLWKWKH0D¶D]D%HGRXLQVZKROLYH
LQ(J\SW¶VGHVHUW+REEVKHOSVVLWXDWH(J\SWLDQ%HGRXLQVZKRDOWKRXJKVLPLODUWR-RUGDQLDQ




a blend of goat DQGVKHHSZRRO«,WLVGLYLGHGLQWRWZRVHFWLRQVWKDWIRUPHQWKHVK¶LJ, 
on the right as you face the tent: and the muharramWKHµIRUELGGHQSODFH¶IRUZRPHQRQ
the left (51).  
The tent is not simply part of the physical Bedouin setting; it represents the hierarchies and 
segregation between women and men. The tent does not necessarily denote a family home, but 
rather, it is a house ± DGZHOOLQJSODFH+RPHIRU%HGRXLQVH[WHQGVWRWKHHQWLUHGHVHUW³7KH
%HGRXLQVSHUFHLYHWKHLUGHVHUWDVWKHµcentre of thHXQLYHUVH¶7KLVLPSUREDEOHVHQVHRIVHFXULW\
in the wilderness is largely a result of the social solidarity and practical benefits provided by the 
QRPDG¶VNLQVKLSV\VWHP´+REEV7KHGHVHUWLVQRWRQO\WKHKRPHEXWWKHLGHDRIIDPLO\DQG
tribe assists the creation of a sense of solidarity amongst tribal members. Hobbs explains the 
concept of family and lineage in Bedouin society: 
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Most nomads identify themselves by the patrilineal descent system: both women and men 
FDUU\WKHLUIDWKHU¶VQDPHDVVXUQDPHand trace their genealogies exclusively through their 
IDWKHUV¶IDWKHUVDOOWKHZD\EDFNWRWKHPDQZKRPDOOPHPEHUVRIWKHWULEHUHFRJQL]HDV
WKHLUSURJHQLWRU7KHWULEH«LVWKHODUJHVWNLQVKLSXQLWWKH%HGRXLQVDFNQRZOHGJH´ 
This sense of family and tribe evolves through a clear association between patriarchy and male 
figures who perpetuate this sense of solidarity. In The Tent, Al-Tahawy criticizes this stress on 
the importance of male heirs and family members; the lack of a male heir causes trouble within 
the household as it threatens the continuation of the patrilineal lineage.   
7KH3URWDJRQLVW¶V)DPilial Relations and Environment 





express her alienation and difference, for Safiya is the eldHVWDQG³H[DFWO\OLNHP\PRWKHU
except that she was larger and more radiant, or perhaps my mother had been like her before her 
VSDUNZHQWRXW«)RX]DQG5LKDQDOD\LQHDFKRWKHU¶VDUPVVKDULQJWKHLUVHFUHWV«HYHQLQWKHLU
sleep they had secret conversationV,FRXOGQRWMRLQ´,PPHGLDWHO\WKHUHDGHUEHFRPHVDZDUH
RIWKHODFNRIDVHQVHRIEHORQJLQJDV)DWLPDVWDWHV³,WKRXJKWRIUXQQLQJDZD\DJDLQ´$
sense of imprisonment remains present throughout the text. Al-7DKDZ\ILUVWLQWURGXFHV)DWLPD¶V
moWKHUWKH³PDGZRPDQ´DVSHUFHLYHGE\WKHSURWDJRQLVW 




with apprehensive eyes. Her pale, emaciated figure, the thin veins on her eyelids, and her 
nose swollen from floods of tears, choked my heart with sadness (3).  
$GDUNDQGWHQVHHQYLURQPHQWLVFUHDWHGVHWWLQJWKHVWDJHIRUWKHPDGZRPDQWRHQWHU)DWLPD¶V
mother is constantly confined to her room, excluded from all action that takes place outside of 
KHU]RQH6KHUHFHLYHVKHUIRRGRQDWUD\WKDWLVGHOLYHUHGWRKHUURRP³P\PRWKHU¶VGRRUZDV
FORVHG6DIL\DRSHQHGLWVORZO\«6DVDIROORZHGKHUZLWKDFRYHUHGWUD\«,FUHSWLQWRWKHURRP 
and saw the exhaustion in her helpless eyes. I moved closer and the sight of her filled me with 
SLW\´)DWLPD¶VUHODWLRQVKLSZLWKKHUPRWKHULVYHU\VLJQLILFDQWWRWKHGHYHORSPHQWRIKHU
FKDUDFWHUL]DWLRQ)DWLPD¶VPRWKHU¶VGHVSDLUDQGPDGQHVVZHLJK>V] heavily on her as she tries to 
UDWLRQDOL]HDQGXQGHUVWDQGKHUPRWKHU¶VDFWLRQVDQGODFNRIDYDLODELOLW\DQGSUHVHQFH7KH
boundaries between mother and daughter exist, however; they are no ORQJHUSHUPHDEOH)DWLPD¶V
mother is part of her world, yet she is beyond reach. As a child, Fatima is still in need of her 
mother and strives to find her amidst the chaotic nature of their overlapping private worlds. At 
FHUWDLQPRPHQWVWKHQXUWXULQJFKDUDFWHURI)DWLPD¶VPRWKHULVLPSOLFLWO\UHOD\HG³6KHFXSSHG
my faFHLQKHUKDQGVDQGEXUVWLQWRWHDUV,IOHGIURPWKHURRPIURPWKHVWHQFKRIKHUWHDUV´
They are unable to merge their inner and outer worlds together, which ultimately creates a 
IUDFWXUHZLWKLQ)DWLPD¶VVHQVHRIVHOIDQGSHUSHWXDWHVDQHFHVVDU\GHWachment from the mother. 
Fatima does not wish to separate from her mother and longs for her affection, constantly looking 
IRUDQH[SODQDWLRQIRUKHUPRWKHU¶VDEVHQFHLQERWKKHUOLIHDQGWKHSULYDWHVSKHUH+HUPRWKHU¶V
confinement unsettles Fatima and creates traumas that are not dealt with even as she grows older. 
)DWLPD¶VPRWKHULVVHSDUDWHGIURPWKHKRXVHKROGFRQILQHGWRKHUEHGURRP+HUH[LVWHQFH
threatens the rest of the household, yet her daughters are constantly reaching out for her, entering 
the room where she is left to reside [in].  
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As Julia Kristeva explains in Powers of Horror it is that very threat of intermixing or the 
collapse of boundaries that is feared:  
The power of pollution (the threat of illness or death through the conjunction blood-fire) 
thus transposes, on the symbolic level, the permanent conflict resulting from an unsettled 
separation between masculine and feminine power at the level of social institutions. Non-
separation would threaten the whole society with disintegration (78).  
The clear division between the masculine and the feminine is evident in the tent, and even more 
so, between sane/insane, safe/dangerous. Upholding the dichotomies is as important as keeping 
the tent in place. Like the previous texts discussed, the threat of dissolution of boundaries 
remains persistent. In the BrontëV¶ZRUNWKHUHZDVDSUHRFFXSDWLRQZLWKSUHVHUYLQJERXQGDULHV
EHWZHHQ6HOIRWKHU:HVW(DVWPDOHIHPDOHKHDOWKLOOQHVVVDQLW\LQVDQLW\5R\¶VThe God of 
Small Things presented dichotomies thrRXJKWKH&DVWHV\VWHPDQGFRORQLDOUHODWLRQVDQG)DTLU¶V
Pillars of Salt dealt with East/West and sanity/insanity explicitly. Al-7DKDZ\¶VWH[WLVDOVR
interested in the dichotomies and boundaries between Self/other, East/West, illness/health, 
ability/disaELOLW\2QHVSHFLILFH[DPSOHLVWKHERXQGDU\EHWZHHQVHOIPRWKHU)DWLPD¶V
relationship with her mother is problematic and the boundaries are constantly blurred and 
transgressed. As the narrative progresses, Al-Tahawy provides more insight into the relationship, 
or lack thereof, between Fatima and her absent mother. In particular, one scene clarifies the 
mother-daughter dynamics at stake:  
³$UH\RXDVOHHS0RWKHU"$UH\RXDVOHHS"´6KHGLGQ¶WDQVZHUDQG,MXPSHGXSEHVLGH
her and some of the milk spilled. I crossed my legs and some more milk spilled. I crossed 
my legs again and started to eat. She raised her head and looked toward me.  
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³$UH\RXVOHHS\0RWKHU"´6KHGLGQ¶WDQVZHUEXW,VDZKHUVZROOHQH\HVstaring at me. 
³:K\DUH\RXFU\LQJ"´,DVNHGDQGKHUZHHSLQJWXUQHGLQWRYLROHQWVREELQJ,MXPSHG
down off the bed as quickly as I had jumped up and closed the door behind me (20).   
Al-Tahawy uses two devices: the first is the usage of repetition. Fatima asks her mother 
SHUVLVWHQWO\LIVKHLV³DVOHHS´RU³VOHHS\´6KHDZDLWVDUHVSRQVHIURPKHUPRWKHUZKREHKDYHVDV
a mute, responding only with tears. The second device is used when Al-Tahawy inserts milk into 
the scene. The spilling of milk is closely related tRWKHFRQQRWDWLRQRIWKHPRWKHU¶VPLONWKH
maternal. Milk, for Kristeva, is an important binding element between mother and child. For 
.ULVWHYDPLN³PLQJOHVWZRLGHQWLWLHVDQGFRQQRWHVWKHERQGEHWZHHQRQHDQGWKHRWKHU«D
medium that is common to mother DQGFKLOGDIRRGWKDWGRHVQRWVHSDUDWHEXWELQGV´$O-
7DKDZ\GHSOR\VWKHVSLOOLQJRIWKHPLONWDFWIXOO\$V)DWLPDDZDLWVKHUPRWKHU¶VLQWHUDFWLRQZLWK
her, as she waits for a response, the milk continues to spill. The bond between them begins to 
break, there is slippage, and there is a sense of abjection taking place, a departure from the 
PRWKHU¶VERG\,QOLQHZLWKWKHPLONLPDJHDQGWKHLGHDRIDEMHFWLRQZHFDQSRVWXODWHWKDWD
³GLHWDU\DEMHFWLRQ´WDNHVSODFHEXWQHYHUWKHOHVVOLQNHGWRWKHPDWHrnal and the mother. Kristeva 
IXUWKHUH[SODLQV³7KHH[LVWHQFHDQGGHJUHHRIDEMHFWLRQDUHWKXVSUHGLFWHGRQWKHYHU\SRVLWLRQ
RIWKHORJLFRIVHSDUDWLRQ´*LYHQWKHG\QDPLFVRIWKHUHODWLRQVKLSEHWZHHQ)DWLPDDQGKHU
mother, a sense of separation from the mother must take place. The mother is the abject, the one 
Fatima fears, yet loves, is repulsed by, yet is constantly intrigued by her tears and her existence 
or lack thereof. Also, sleep does not come easily to Fatima, she is unable to feel safe or secure:  
,FORVHGP\H\HVEXWVOHHSZRXOGQRWFRPH,QIDFW,EHFDPHPRUHUHVWOHVV«,ZDVDIUDLG
RIWKHGDUNQHVVDQGWKHVLOHQFH«,FUHSWRXWRIEHG«,ZDQWHGWRJRRXW«,ZHQWWRKHU
room. Would it be silent or filled with sobbing? She was crying. Even in the darkness she 
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cried. Night and day did not exist for her, only darkness and sobbing then complete 
silence. I went back to bed (24).   
)DWLPDVHDUFKHVIRUDSODFHRXWVLGHWKHGDUNQHVVDSODFHRIVHFXULW\DQGFRPIRUWWKHPRWKHU¶V
embrace. She enters the room her mother resides in, the room that is considered outside the 
PDUJLQVDQGDSODFHWKDWWKUHDWHQVWRSROOXWHDQGFKDOOHQJHVDQLW\RURQH¶VVDIHW\)DWLPDILQGV
her mother yet again in the same grotesque situation and affirms that her mother has lost touch 
ZLWK³QLJKWDQGGD\´DQGUHDOLW\ 
Al-7DKDZ\¶VSRVLWLRQLQJRI)DWLPD¶VPRWKHUDVDPDGZRPDQRXWVLGHWKHPDUJLQVRI
reason and sanity, in opposition to the masculine headquarters of the tent, left to live on her own, 
LVQRWDUELWUDU\$OWKRXJK)DWLPD¶s mother is separated from the rest of the family, so as to not to 
pollute or contaminate others, Fatima still manages to climb into bed with her, try to understand 
her, and always ends up running away as her mother sobs indefinitely. This escape is best 
elaborated upon in Powers of HorrorDV.ULVWHYDVWDWHV³)HDURIWKHXQFRQWUROODEOHJHQHUDWLYH
mother repels me from the body; I give up cannibalism because abjection (of the mother) leads 
me toward respect for the body of the other, my fellow man, my brotKHU´$WWKLVSRLQW
)DWLPDEHJLQVWRORVHKHUIDLWKLQKHUPRWKHURUKHUPRWKHU¶VUHWXUQWRUHDOLW\$VDUHVXOW)DWLPD
turns to her father and begins to idealize him. He becomes the object of affection and admiration.  
 Al-7DKDZ\¶VGHVFULSWLRQRIWKHIDWKHUILJXUHLVFUXFLDOLQKHUWH[W+HLVWKH6KDLNKRIWKH
tribe, the man of the house, the father who is idealized by Fatima, the husband of the 
madwoman, and the son of Grandmother Hakima, who acts as the matriarch of the family. As 
UHDGHUVZHDUHQRWLQIRUPHGRI)DWLPD¶VIDWKHU¶VQDPH+HUHPDLQVDSUHVHQFHFRQVWDQWO\
UHIHUUHGWRDV³KH´RU³KLP´7KH6KDLNKLVQRWDOZD\VSUHVHQWDWWKHWHQWDVZHDUHWROGKHKDV
matters to attend to. His return both confuses and pleases Fatima:  
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He never came back except to leave again, and when he left he stayed away for a long 




room. His return always made her cry.  
µ:K\GRHVQ¶WVKHORYHKLPOLNH,GR":K\GRHVQ¶WVKHHYHUOHDYHWKHGDUNURRP"¶-8) 
7KHIDWKHU¶VUHWXUQXSVHWVWKHPRWKHUWKHUHLVDKLQWDWDQXQGHUO\LQJLVVXHWKDWSHUKDSVKHLVRQH
of the main factors causing her bouts of madness. Also, the reader becomes aware of the intimate 
relationship between father and daughter. Fatima worships and loves her father, whilst 
harbouring feelings of resentment towards her mother, who both fascinates and repulses her. The 
mother becomes the figure that Fatima needs to abject, to separate from, for not only is she 
constantly crying, but it is the beloved father who makes her cry ± and how can he? Al-Tahawy 
XVHVWKHSURQRXQV³KLPDQGKHU´UDWKHUWKDQIDWKHUDQGPRWKHULQRUGHUWRHPSKDVL]HWKH
boundaries between masculine and feminine, and to see the two outside their parental roles, as 
man and woman ± WKHFOHDUVHSDUDWLRQLQ)DWLPD¶VKHDG,Q³%RG\0DWWHUV´,  Lynne Segal 
H[SODLQVWKHFKLOG¶VUHODWLRQVKLSWRWKHPRWKHU¶VERG\as follows: 
 7KHPRWKHU¶VERG\KDYLQJEHHQHYHU\WKLQJWRWKHFKLOGWKUHDWHQVLWVHQJXOIPent.  
On this view, entering the symbolic space of language brings with it a horror of (and 
fearful attraction to) everything without clear boundaries, everything which suggests a 
non-GLVWLQFWLYHQHVVEHWZHHQLQVLGHDQGRXWVLGH>´@ 




between mother-father relationships are blurred, the differences between self/other, and 
Fatima/m(other) become unclear. Her questioning of the lack of love her mother feels for her 
father is persistent and poses as an issue. She is unable to deal with both parents and her strong 
IHHOLQJVIRUWKHP,Q³6WUDQJHUVWR2XUVHOYHV´-XOLH5Lvkin and Michael Ryan explain:  
Splitting is a way of dealing with anxiety by dividing the object of anxiety in two, one 
bearing all the negative feeling while the other embodies all the positive feelings one 
wishes to substitute for the anxieties the object or situation provokes. Children, may, for 
example, direct all of their aggression or hostility toward one parent while idealizing the 
other, and such splitting may be as much a response to the trajectory of their own drive 
energies as to external parental behaviour (390-91).   
The protagonist endures the process of splitting ± she harbours anger towards her mother and 
intense love for the father figure. Fatima is not yet an adult, yet we are unaware of her exact age, 
EXWVKHLVFRQVLGHUHGWKH\RXQJHVWKHUIDWKHU¶Vfavourite as she is not yet a grown-up. The reader 
is able to infer her age IURPKHUIDWKHU¶VVSHHFKKLVGLIIHUHQWLDWLRQEHWZHHQ)DWLPDDQGKHUROGHU
VLVWHUV³)DWLPDWKH\¶YHJURZQ-up. When they were little I used to carry them on my shoulder, 
OLNH\RX´6KHLVVWLOODFKLOGLQVRIDUDVVKHKDVQRWUHDFKHGSXEHUW\\HWWRPDNe her a 
³ZRPDQ´ZKRVHUHODWLRQVKLSZLWKKHUIDWKHUZRXOGGLIIHU7KHRQO\PDQVKHLQWHUDFWVZLWKLVKHU
IDWKHU+HLVWKHRQO\³KH´LQWKHWH[WWKHRQO\PDOHILJXUHZKRVHSUHVHQFHERWKIDVFLQDWHVDQG
WKUHDWHQVWKHSURWDJRQLVW¶VVHQVHRIVHOIDQGLGHQWLW\ She possesses intense feelings towards her 
father and yet is unable to let go of the mother, for the mother figure is not quite there, but also 
not truly gone. At the same time, Fatima is a Bedouin girl in a patriarchal society that regards all 
females as women, regardless of age; they face the same prohibitions that older women do. As a 
result, Fatima is not allowed to leave the tent or intermingle with others outside the private 
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GRPDLQ$OOVKHKDVLVWKHWHQWDQGKHURZQLPDJLQDWLRQ³0\KHDGZHQWURXQG and round, 
ORRNLQJIRUDZD\WRHVFDSH´$O-Tahawy 5). This statement is presented to the reader very early 
RQLQWKHWH[WIRUHVKDGRZLQJWKHSURWDJRQLVW¶VGHVFHQWLQWRPDGQHVVZKLFK,VKDOOUHIHUWRODWHU
on in this chapter. The protagonist of The Tent, Fatima, remains preoccupied with establishing a 
sense of self or identity very early on in the text. She creates her own world, where she speaks to 
imaginary characters, escapes the tent through her thoughts and is finally believed to be as insane 
as her mother was. There is very little room for her to establish successfully a sense of self, and 
stability is not within reach, given the parent-child tensions at work, patriarchal attitudes and 
oppression, and finally, the effects of the female coloniser, AnnHZKRIXUWKHUDGGVWR)DWLPD¶V
alienation from herself.   
 Al-7DKDZ\GRHVQRWGHSLFW)DWLPD¶VIDWKHUDVWKHDQWDJRQLVWWKHSDWULDUFKWKHIRUFHWKDW
employs unjustness and oppression. On the contrary, he is depicted as a gentle fatherly figure, at 
times meek, incapable of standing up to his mother, Grandmother Hakima. Unlike the father and 
mother figures, Grandmother Hakima is given a name, identifying her as a significant character 
LQ)DWLPD¶VOLIHSHUVRQDOL]LQJKHUFKDUDFWHUUDWKHUWKDQUHIHUULQJWRKHUDV³VKH´RU³KHU´,Q
Bedouin culture, patriarchy is unquestionably a dominant feature. The head of the household is 
the patriarch, the father figure, who pursues business affairs outside of the home, accumulates 
wealth and land, in order to care for and protect the family. This description applies as a general 
rule to the smallest unit of the tribe, a patriarchal family. However, Al-Tahawy exposes the other 
side of patriarchy in a Bedouin society, a side that is not usually brought to the attention of 
Western readers or those readers unfamiliar with Bedouin culture and hierarchies. To an 
outsider, the Bedouin man is stereotyped as dominant, domineering, oppressive, and the main 
FDXVHRI%HGRXLQZRPHQ¶VVXERUGLQDWLRQ7KLVGHVFULSWLRQLVGDQJHURXVO\OLPLWed and limiting; it 
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does not acknowledge the multiple factors that oppress Bedouin women, and does not take into 
DFFRXQWZRPHQ¶VUHODWLRQVKLSVZLWKRWKHUZRPHQ)RUSUHFLVHO\WKLVUHDVRQ$O-Tahawy is 
concerned with a network of relationships between women and posits the father figure as 
VHFRQGDU\DQGDWWLPHVPDUJLQDO+HIXQFWLRQVRQO\LQVRIDUDV)DWLPD¶V vision of him allows 
him to be; KLVFKDUDFWHULVQHFHVVDU\WRWKHSURWDJRQLVW¶VGHYHORSPHQWDWOHDVWLQSV\FKRDQDO\WLF
WHUPV6LPLODUO\WR)DTLU¶VGepiction of Harb in Pillars of Salt, Al-Tahawy attempts to alter a 
perhaps preconceived notion of the Arab man, and even more specifically, the Bedouin man. Her 
description of the father is crucial to understanding this shift from the stereotypical image of 
male domination. He is the Shaikh of the tribe; peasants and slaves would worship him; 
however, his behaviour changes upon dealing with Grandmother Hakima and older women: 
They would hurry up to him and bow their heads; then they would touch the tips of his 
fingers and, in an act of submission filled with supplications, they would kiss and kiss, 
and he, with his head held high, seemed not to heed them at all. When all the commotion 
died down, he would enter the house, with the slaves bringing the baggage behind him. 
+HZRXOGILQGKHUORXQJLQJRQWKHYHUDQGDKVXUURXQGHGE\WKHROGZRPHQ«KHZRXOG
VLQNWRKLVNQHHVDQGNLVVWKHLUZULQNOHVKDQGV«DQGIURPPDWHUQDODXQWWRSDWHUQDODXQW
his genuflection would continue (32). 
The narrator/protagonist watches her father carefully and notices his gentle and respectful nature. 
She describes his shift from the public image of himself to the more privatized self. The father 
deals with the public very differently, he has a certain image to maintain and his Shaikh status 
must remain upheld, unhindered.  
However, upon entering the tent and facing his mother, the true matriarch, the Shaikh is 
QRZLQKLVPRWKHU¶VGRPDLQWKHSULYDWHVSKHUH$VDUHVXOWKLVbehaviour alters to fit the private 
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UHDOPWKHZRPHQ¶VGRPDLQDQGKe acknowledges the different hierarchy that applies. It is 
crucial to note that seniority is a determining factor ± for these are older women, not younger 
women, and certainly not children. Fatima notices how her father, ever so grand and proud, 
changes his behaviour XSRQGHDOLQJZLWKKLVPRWKHU³+HVDWLQIURQWRIKHUPHHNO\,WZDVDVLI,
KDGQHYHUVHHQKLVFKHVWVZROOHQZLWKSULGHRUWKHSHRSOHPRYHDVLGHLQDZHDVKHZDONHGSDVW´
(9). Al-Tahawy shatters the image of the stereotypical Bedouin man, or Arab man. This tactic is 
YHU\UHPLQLVFHQWRIZKDW%ULQGD0HKWDUHIHUVWRDV³SROLWLFVRIUXSWXUH´LQRituals of Memory in 
&RQWHPSRUDU\$UDE:RPHQ¶V:ULWLQJ (264). Mehta explains:  
Arab women writers have consequently been faced with the challenge of adopting a 
politics of rupture in their writings to break new ground for geographically specific 
subjective and politicized reclaiming of self and culture. These writers associate writing 
ZLWKDIRUPRIFUHDWLYHGLVVLGHQFH«WKHH[SORVLYHDQGWUDQVIRUPDWLYHSRZHURIWKH
written word demonstrates how a revolutionary politics and poetics of writing becomes a 
SUHUHTXLVLWHIRUFKDQJHE\µGHRULHQWDOL]LQJ¶$UDEZRPHQIURP:HVWHUQDQGSDWULDUFKDO
mediations, while initiating an internal progression toward selfhood (264).  
The Tent deals with Bedouin culture, a very specific and distinct Arab culture, and attempts to 
dismantle preconceived notions of Bedouin men and women and their interactions. It is not 
simply the father figure who is the oppressor. Bedouin men are not simply to blame for the 
subordination of Bedouin women; the issue at hand is far more complex and multifaceted. The 
general connotations of Arab/Muslim/Bedouin men are that they are oppressive and women lack 
any ability to subvert that power. This ideology has been transferred and applied by the West, as 
IDUEDFNDV6LPRQHGH%HDXYRLU¶VThe Second Sex. de %HDXYRLUZULWHV³:KHQWKHIDPLO\DQGWKH
private patrimony remain beyond question the bases of society, the woman remains totally 
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submerged. This occurs in the Moslem ZRUOG«WKHUHLVQRSRZHUWRFKHFNWKDWRIWKHSDWULDUFKDO
FKLHI´*LYHQWKHFRPPRQDQGSUHYDLOLQJQRWLRQRISDWULDUFKDO$UDE%HGRXLQFXOWXUHV
%HDXYRLUPDNHVDSRZHUIXODVVHUWLRQOXPSLQJWKH³0RVOHPZRUOG´WRJHWKHUUHJDUGOHVVRIDQ\
specificities, for as long as there is a private family structure, then as de Beauvoir claims, the 
ZRPDQLV³VXEPHUJHG´:KLOHWKLVLVSDUWO\WUXHZKDW$O-Tahawy does is rupture that very 
monolithic notion. She presents the reader with an alternative vision, a different take on 
patriarchy and its upholders. The terrain of patriarchy becomes more loaded, filled with opposing 
ideologies and inconsistencies ± how is the father not the only patriarch? Who is to be held 
UHVSRQVLEOHIRUWKHZRPHQ¶VRSSUHVVLRQLQD%HGRXLQFXOWure, and in The Tent?  
The father figure is somewhat helpless in contrast with the powerful matriarch, 
Grandmother Hakima. Al-Tahawy creates a memorable character; Grandmother Hakima 
embodies patriarchal values, oppressive ideologies, whilst at the same time rupturing normative 
hierarchies of power and authority. As such, Grandmother Hakima is described through the 
SURWDJRQLVW¶VH\HV,WLVZRUWKQRWLQJWKDWWKHILUVWGHVFULSWLRQRI*UDQGPRWKHU+DNLPDLV
presented WKURXJKDFKLOG¶VSHUVSHFWLYH7he text functions as a Bildungsroman, progressing, or 
even failing as the narrator grows older. At first glance it may seem as though The Tent is a 
counter-Bildungsroman. 6WHOOD%RODNL¶VUnsettling the Bildunsgroman examines the usage of the 
term bildungsroman in literary criticism and opens up debates of its function and inclusiveness 
as a form. She clarifies the goal of her study as follows:  
One of the aims of this study is to open more space for debate around the Bildungsroman 
by examining its intersection with life-writing forms and narratives that seem unable to 
coexist harmoniously with it: those of trauma, illness and death are the most obvious, but 
I also discuss various instances of marginality, enforced silence, and hampered 
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movement. Yet, it would be a mistake to see the texts as failed or counter-
Bildungsromane. They go against some of the fundamental assumptions of the genre but 
DOVRJHVWXUHWRZDUGVWKHLURZQµDUWRIOLYLQJ¶7KHUHIRUH their subversive potential should 
QRWEHVHHQPHUHO\LQUHODWLRQWRWKHGHYLDWLRQVIURPWKHJHQUH¶VIRUPDOFRQYHQWLRQV 
I would argue that The Tent functions as a female, Bedouin Bildungsroman, encompassing the 
themes that Bolaki mentions in her understanding of the interactions of the Bildungsroman with 
IHPDOHQRYHOVRIGHYHORSPHQW2QHRIWKHPDMRUWKHPHVWKDW%RODNLFRQVLGHUVLVWKH³PRWKHU-
GDXJKWHUSORW´Like Ammu¶V and Rahel¶V LQ5R\¶VThe God of Small Things, )DWLPD¶V
relationship with her mother as well as her grandmother is an integral part of her development 
and her sense of identity. Grandmother Hakima is introduced in the text immediately following 
WKHIDWKHU¶VDSSHDUDQFH 
It was Grandmother Hakima who was coming in now. She too had the main gate opened 
IRUKHU«6KHZDVWKLQOLJKWHUWKDQKLPIDWKHU*ROG-capped teeth shone in her mouth 
DQGLWORRNHGOLNHWKHPRXWKRIDGHPRQ«2QO\WKHFORDNZKLFKVKHDORQHDPRQJWKH
women, wore, was ever different. Was she really a woman? She was the mother of us all. 
2XUJUHDWGHPRQPRWKHUZKRZUDSSHGKHUVHOILQPHQ¶VVFDUYHV«6DIL\DZDVWKHILUVWWR
rush up and kiss her hand. The rest of the household followed suit and she haughtily 
extended her black wizened hand to each of them. Her eyes probed everything around 
KHU«,ZDWFKHGKHUIURPWKHGLVWDQFH,GLGQ¶WOLNHKHU:LWKWKDWVWLFNVKHXVHGWRSUREH
KHUPDUHVKHZRXOGSRNHDERXWLQHYHU\WKLQJLQP\VLVWHUV¶FXSERDUGVWKHFKHVWVLQWKH
storeroom, the jars of butter and cheese (7-8). 
A physical description of Grandmother Hakima differentiates her from the father, she is thinner 




Grandmother Hakima establishes her presence very early on in the text, setting herself apart from 
the other women. Even her dress-code differs, for according to traditional Bedouin attire, a cloak 
is reserved only for men. Her choice of clothing is based on a desire to assimilate with men and 
EHFRPHRQHRIWKHPUDWKHUWKDQEHFDWHJRUL]HGDVSDUWRIWKHZRPHQ*UDQGPRWKHU+DNLPD¶V
identity is built on difference rather than sameness. Her position on the social ladder within the 
tent is based primarily on a clear distinction between self/other, men/women, old 
woman/younger woman. As such, there is a clear dichotomization at work in order to maintain 
hierarchies$OWKRXJK)DWLPDXQGHUVWDQGVKHUJUDQGPRWKHU¶VSRZHUIXOQDWXUH, she also describes 
her as a ³GHPRQPRWKHU´7KHFKRLFHRIZRUGVLVQHLWKHUFRLQFLGHQWDOQRUDUELWUDU\WKH
paradox is evident.  
The missing mother figure poses a problem for Fatima and her sisters. At a universal 
OHYHOWKHPRWKHULVFHQWUDOWRWKHGHYHORSPHQWRIWKHFKLOG¶VLGHQWLW\(YHQPRUHVRLQ%HGRXLQ
culture, mothers and daughters are extremely close. Lila Abu-/XJKRG¶VVeiled Sentiments deals 
with a community of Bedouins in the Egyptian desert. Abu-Lughod explains:  
Mothers and daughters are close and interdependent, spending a great deal of time 
together. Mothers rely on their daughters for help with work, for companionship, and, 
later in life, for care, and most relationships between mother and daughter are 
emotionally close (122). 
Al-Tahawy creates a tent, a family with a missing mother figure. Instead of depending on a 
nurturing, safe environment provided by the mother, the girls live under tense conditions. Given 
that the mother figure typically represents the maternal and a nurturing environment, 
Grandmother Hakima is seen as a demon, a patronizing figure, yet she remains the mother of all. 
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calling them wretched, as she only cares for and sympathizes with her son. The relationship 











bird to flight and then God will give you DVRQWRVXFFHHG\RXP\VRQ´ 
Grandmother Hakima is only able to see her son as a semi-*RG+HKDV³ILQHTXDOLWLHV´DQGKLV
daughters are nothing more than a burden, although he never complains. Grandmother Hakima 




The Laugh of the Medusa FOHDUO\DGGUHVVHVWKLVLVVXH³0HQKDYHFRPPLWWHGWKHJUHDWHVWFULPH
against women. Insidiously, violently, they have led them to hate women, to be their own 
HQHPLHVWRPRELOL]HWKHLULPPHQVHVWUHQJWKDJDLQVWWKHPVHOYHV«WKH\KDYHFRQVWUXFWHGWKH
LQIDPRXVORJLFRIDQWLORYH´-2). Al-7DKDZ\FUHDWHV*UDQGPRWKHU+DNLPD¶VFKDracter to 
GHPRQVWUDWHWKHZD\WKDWSDWULDUFK\KDVEHHQGHHSO\ZULWWHQRQZRPHQ¶VERGLHVDQG
ideologically interpellated and implanted into their minds. As Cixous states, there is a violent 
hatred of women towards each other and it is deeply internalized. Rather than provide a nurturing 
and motherly environment for her granddaughters, Grandmother Hakima rejects them and rejects 
KHURZQIHPLQLQLW\.ULVWHYDVXJJHVWVWKHIROORZLQJ³)HDURIWKHXQFRQWUROODEOHJHQHUDWLYH
PRWKHUUHSHOVPHIURPWKHERG\«DEMHFWLRQ (of the mother) leads me toward respect for the body 
RIWKHRWKHUP\IHOORZPDQP\EURWKHU´Powers of Horror 78-9). Because women are 
DVVRFLDWHGZLWKWKHPDWHUQDODQGE\H[WHQVLRQWKH³XQFRQWUROODEOH´DQGWKHHPRWLRQDOLWLVWKLV
fear that causes Grandmother Hakima to abject and reject everything feminine and her status as a 
woman. Grandmother Hakima voices the words of a patriarchal society, repeating them as 
though they are the only words that she knows and uses to sustain the gender hierarchies. 
According to Abu-Lughod, Bedouin ideology places men as superior to women, however, 
³ZRPHQ¶VVXEPLVVLRQLVSHUVRQDOO\GHPHDQLQJDQGZRUWKOHVVWRWKHLUVXSHULRUVunless perceived 
as freely given«SHRSOHSLW\DZRPDQZKRVHHPVWRREH\KHUKXVEDQGEHFDXVHVKHKas no 
FKRLFH«WKRVHZKRDUHFRHUFHGLQWRREH\LQJDUHVFRUQHGEXWWKRVHZKRYROXQWDULO\GHIHUDUH
honourable´my italics). This explanation further emphasizes the complexities of Bedouin 
ideologies and the power relations at work; it is not a simple question of gender hierarchies. 
Women may in fact retain their status as honourable and worthy, especially if they do develop a 
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voice of their own, regardless of whether they actually have the autonomy to do so. In a sense, 
the actual performance matters, the utterances that the woman speaks. Rather than have anyone 
speak for her, on behalf of her, shun her, reject her, Grandmother Hakima speaks the language of 
the oppressor, further perpetuating the myth of womanhood and femininity that has been 
indoctrinated within her. She voluntarily and willingly oppresses other women whilst bowing her 
head to patriarchal values. In this way, she is able to develop a proud, honourable identity, 
regardless of the fractured sense of self she possesses. For example, it is Grandmother Hakima 
ZKRDUUDQJHVIRU6DIL\DDQG)RX]¶VPDUULDJHDQGIRUFHVWKHPWRREH\KHURUGHUV 
*UDQGPRWKHURIIHUHGWKHPRQHRIKHUVHUPRQVµ%\*RGWKH\EULQJQRWKLQJEXWEDG
OXFN,W¶VDZDVWHWRORRNDIWHUWKHP7KH\¶UHOLNHDSLHFHRIPHUFKDQGLVH\ou get ready 
IRUVRPHRQHHOVH«0D\*RGSURWHFWXVIURPWKHHYLOWKH\FDXVH,KDYHQ¶WKDGRQH
GDXJKWHUZKR¶VOLYHG3HRSOHXVHGWRDVNPH+DNLPDZKHUHGRDOO\RXUGDXJKWHUVJR"
And I would say: I pray all the time and God is protecting me from their evil (60).   
7KHQDUUDWRULGHQWLWLHVKHUJUDQGPRWKHU¶VVSHHFKDVDVHUPRQWKDWLVFRQVWDQWO\UHSHDWLQJWKH
same patriarchal ideology. Grandmother Hakima uses religion and patriarchy to legitimate 
oppression. Also, the reader is exposed to the daunting realization that Grandmother Hakima had 
daughters of her own, yet somehow, they have all passed away. At the wedding, a nameless 
FKDUDFWHUDVNVKHU³%XWDOORIWKHPG\LQJOLNHWKDWLVLWUHDOO\MXVW*RG¶VZLOORU«"´7KH







whether she had played a role in discarding of her daughters, and this mystery remains 
unresolved.  
Grandmother Hakima continually verbally harasses her granddaughters. She patronizes 
DQGGHPHDQVWKHPLQHYHU\SRVVLEOHZD\ZKLOVWXSKROGLQJKHUVRQ¶VTXDOLWLHVDQGREVHVVLQJ
over the importance of sons and boys in a family. This is not uncommon for a Bedouin culture 
that needs men and boys for its continuation in a very harsh environment, an environment 
SODJXHGE\WULEDOZDUVDQGWKHQHHGIRUSURFUHDWLRQ$WULEH¶VSROLWLFDOVWUHQJWKLVVKDSHGE\WKH
number of men in its tribe and the number of warriors.  Abu-/XJKRG¶VH[SODLQV³2QHRIWKH
ways Bedouins express the value of males over females is their avowed preference for 
VRQV«SHRSOHJUHHWWKHELUWKRIDER\ZLWKPRUHHQWKXVLDVPWKDQWKDWRIDJLUO´-21). 
+RZHYHU*UDQGPRWKHU+DNLPD¶VSUHRFFXSation with sons is two-fold. She wants her son, the 
Sheikh of the tribe, to have a male heir. Secondly, her relationship with her son is symbiotic. In 
order to validate her own existence, she must ensure that her son is still in need of her, and that 
her position as an authority figure is not hindered. de Beauvoir explains the state of the mother in 
The Second Sex:  
The mother demands that the projects of the child-god be conformable to her own ideals 
DQGWKDWKLVVXFFHVVLQWKHPEHDVVXUHG«VKHQHHGVWRFRQtinue her beneficent activity in 
RUGHUWRRFFXS\KHUGD\VVKHZDQWVWRIHHOWKDWVKHLVLQGLVSHQVDEOHWRKHUJRG«KLVZLIH
is going to deprive her of her functions. The hostility she feels towards this strange 
ZRPDQZKRµWDNHVDZD\¶KHUFKLOGKDVRIWHQEHHn described (598-99).  





multiple reasons, but amongst them, is her unwillingness to accept the loss of her son, and her 
position within the hierarchy is largely the result of oppressing other women. As such, 
*UDQGPRWKHU+DNLPDLVFRQVWDQWO\FULWLFL]LQJDQGYHUEDOO\KDUDVVLQJ)DWLPD¶VPDGPRWKHU
Grandmother Hakima is the matriarch of the household; she plays a huge role in perpetuating 
oppression and the oppressive cycle. In other words, the oppressed (women) are actually 
involved in the cycle of oppressing the oppressed. :HDOVRVHHWKLVLQ5R\¶VThe God of Small 
Things, when Baby Kochamma and Mammachi are the ones who help Chacko confine Ammu to 
her room. )DWLPD¶VJUDQGPRWKHUDOORZVQRURRPIRUIUHHGRPQRURom for understanding and 
listening to the women in the tent, who are in actuality, under her supervision. She refers to the 
JLUOVDV³PLVHUDEOHFUHDWXUHV´DQGWKHLUPRWKHUDV³GHUDQJHG´ 
In Al-7DKDZ\¶VThe Tent, it is apparent that Grandmother Hakima carries the rules of the 
patriarchal culture and transmits them, applies them, uses them to oppress her own kind, 
simultaneously rejecting herself. Also, the survival of the tribe in a Bedouin culture is of the 
utmost importance; individuality comes second. In ³0RYLPHQWRVGHUHEHOGía y las culturas que 
WUDLFLRQDQ´ Gloria Anzaldúa relates her own experience growing up along the borders of US and 
Mexico. 7KHUHLVDVWULNLQJVLPLODULW\EHWZHHQ$Q]DOG~D¶VSHUFHSWLRQRIKHURZQFXOWXUHDQGD
Bedouin, tribal culture. Individuality is erased, the self comes last, and the well-being of the tribe 
and community is highly valued. Anzaldúa¶VGHVFULSWLRQVUHODWHWRD Bedouin culture as the 
similarities are evident. For example, Anzaldúa VWDWHV³&XOWXUHIRUPVRXUEHOLHIV«&XOWXUHLV
made by those in power ± men. Males make the rules and laws; women transmit them. How 
many times have I heard mothers and mother-in-law tell their sons to beat their wives for not 
REH\LQJWKHP´*UDQGPRWKHU+DNLPDDOOLHVKHUVHOIZLWKWKHFRPPXQLW\ZLWKWKHZHOO-
being of the patriarchal tribe, and rejects herself as an individual and the rest of the women in the 
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tent. Grandmother HakiPDOLNH0DPPDFKLDQG%DE\.RFKDPPDLQ5R\¶VThe God of Small 
Things, is an agent of patriarchy. Her granddaughters are the enemy, and she makes sure that 
WKH\NQRZLW)DWLPD¶VHOGHVWVLVWHU6DIL\DVXIIHUVIURPKHUJUDQGPRWKHU¶VFRQGHPQDWLRQRI
their moWKHU$WQLJKWZKLOHVKHLVDVOHHSVKHYRLFHVKHUDQJHU³<RX¶UHWKHRQHZKR¶V
deranged. Wicked old crow! Four girls and three boys. What can she do? What can she do 
DJDLQVWWKHZLOORI*RGDQG\RXUSRLVRQRXVH\HV"´6DIL\DUHWDOLDWHVRQO\LQKHUVOeep, 
defending her mother and the miscarriages that she keeps having. None of the girls are able to 
speak in front of their grandmother. Even when they sing, they are silenced. Grandmother 
+DNLPDODEHOVWKHPDV³VOXWV´IRUVLQJLQJDQGDVDUHVXOWWKH\VWop singing, afraid of her 
criticism and anger (35-)DWLPDQDUUDWHV³(YHQLIVKHFRXOGQ¶WKHDUPHVKHZDVJRLQJWR
break my neck one day. Her vicious gold teeth followed me in my dreams and filled me with 
WHUURU´6KHLVin control of every aspect of their lives, the father figure remains absent, 
silenced, appearing occasionally only to agree to her demands.  
The Mad Mother, Loss, and Mourning  
7KHPDGZRPDQLQWKHWHQW)DWLPD¶VPRWKHULVUHIHUUHGWRDV³GHUDQJHG´DQGWKHUHDGHU










brought nothing but disaster since the day she came. Every time God gives her a boy, he gets 
WDNHQDZD\$QGVKH¶VGHUDQJHG,IHDUIRUP\VRXOZKHQ,VHHKHUKDYLQJWKRVHILWV,W¶VDn evil 
RPHQ´6LQFH)DWLPD¶VPRWKHU¶VPDLQFULPHLVDVVRFLDWHGZLWKKHUERG\ODUJHO\WKHIDXOWRI
her miscarriages, and the pressure of conceiving and giving birth to boys, then it is safe to 
postulate that it is the culture that drives her mad. Being the wife of the Sheikh, she is expected 
to conform, to behave in a certain manner, and provide male heirs. Her mother-in-law is a 
tyrannical figure, constantly badgering and inflicting wounds on all the women in the tent. There 
is no escape. The followinJH[FHUSWSURYLGHVLQVLJKWLQWRWKHPDGZRPDQ¶VVWDWHDV)DWLPD
narrates the events to her eldest sister, Safiya: 
,PXWWHUHGµ6KHZDVVFUHDPLQJDQGVWDJJHULQJDERXW7KHQVKHIHOORYHU7KH\ZLSHG
EORRGIURPEHWZHHQKHUOHJV¶ 
 Safiya was greatly GLVWUHVVHGDQGVDLGµ6KHORVWWKHEDE\"¶ 
 µ,GRQ¶WNQRZ6KHQHYHUVWRSVVFUHDPLQJ6DUGRXE¶VWDNHQKHUWRWKHOHPRQURRP¶ 
The narrator explains, through a series of confused articulations, what she perceives. The 
madwoman has been taken to a lemon/yellow room, which, in a sense, is reminiscent of 
&KDUORWWH3HUNLQV*LOPDQ¶V³7KH<HOORZ:DOOSDSHU´LQZKLFKWKHPDLQFKDUDFWHULVSODFHGLQD
room with yellow wallpaper in order to heal from her supposed bouts of madness. Interestingly, 
*LOPDQ¶VWH[WLVa popular Western one, and yet there is a connection between the yellow room 
and Al-7DKDZ\¶Vlemon/yellow room. The allusion that Al-Tahawy draws is especially 
VLJQLILFDQWIRUWKLVSURMHFW¶VFODLPWKDWHYHU\ZKHUHWKHUHDUHFRQQHFWLRQVWKHPDGZHVWHUQ
woman is not too different from her Eastern counterpart. Mad female protagonists share 
commonalities in different works of fiction, despite cultural and geographical differences. 
)DWLPD¶VPRWKHU¶VERG\VXIIHUVFRQVWDQWO\WKHUHLVEORRGDWDOOLQVWDQFHVZKHUHshe does see her. 
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Blood is a symbol for defilement, coming face to face with the abject. Kristeva also speaks of 
defilement in Powers of Horror DQGH[SODLQVWKDWLVQRW³ODFNRIFOHDQOLQHVVRUKHDOWKWKDWFDXVHV
abjection but what disturbs identity, system, order. What does not respect borders, positions, 
rules. The in-EHWZHHQWKHDPELJXRXVWKHFRPSRVLWH´)DWLPD¶VPRWKHU¶VSUHVHQFHLQWKHWHQW
is disturbing, she is the abject, and the blood Fatima witnesses symbolizes decay and death; 
everything that is improper. Fatima does not understand what she has witnessed, but it is the 
body of the mother that creates an inner dilemma for her ±what she has seen cannot be defined. 
Upon viewing the abject, upon coming face to face with the image of her mother in blood, 
Fatima slips into the realm of madness, disengaging herself from her surroundings and her 
physical environment. Kristeva explains: 
How can I be without border? That elsewhere that I imagine beyond the present, or that I 
hallucinate so that I might, in a present time, speak to you, conceive of you ±it is now 
KHUHMHWWHGDEMHFWHGLQWRµP\¶ZRUOG'HSULYHGRIZRUOGWKHUHIRUHI fall in a faint«7KH
corpse, seen without God and outside of science, is the utmost of abjection. It is death 
infecting life (4).  
The subject is unable to negotiate a space between the self/other, the self and that which is 
DEMHFWHGWKHERUGHUVDUHGLPLQLVKHG7KHSURWDJRQLVWPXVWPDNHDPHQGVZLWKWKH³FRUSVH´RU
the decaying body of the mother, but she is unable to do so, and thus, begins spiralling 
downwards into the realm of madness, loss, and melancholia, which I shall refer to later on in 
this chapter. In Unsettling the Bildungsroman, Bolaki finds in the female Bildungsroman a sort 
RI³PHODQFKROLFDJHQF\ORFDWHGLQWKHSURWDJRQLVW¶VSDVVLRQDWHEXWWUDXPDWLFUHODWLRQVKLSZLWK
KHUPRWKHU´$O-Tahawy centres )DWLPD¶VLQWHUQDOFRQIOLFWon this very passionate, yet 







Disciplinary practices represent the body as a machine. They aim to render the individual 
both more powerful, productive, useful and docile. They are located within institutions as 
KRVSLWDOVVFKRROVDQGSULVRQV«EXWDOVRDWWKHPLFUROHYHORIVRFLHW\LQHYHU\GD\
activities and habits of individuals (190).  
In Al-7DKDZ\¶VWH[WWKHWHQWLVDSODFHZKHUHGLVFLSOLQDU\SUDFWLFHVDUHYHU\PXFKLQWDFW)HPDOH
bodies are controlled and regulated, made useful, and are found to be useless is lacking in any 
way. The female characters in the text are aware of their use-value and are reminded of this by 
the matriarch who repeats the words of patriarchy and aims to protect the tribe, the collective, 
UDWKHUWKDQWKHLQGLYLGXDO6DZLFNLVSHDNVRIPRWKHUKRRG³$VDQLGHQWLW\DQLGHRORJ\DQGDQ
LQVWLWXWLRQPRWKHUKRRGKDVEHHQERWKDVRXUFHRISRZHUDQGHQVODYHPHQWIRUZRPHQ´
This holds true especially in a Bedouin society, where motherhood is equivalent to use-value, 
and the birth of sons is regarded very highly. Sawicki examines the way motherhood has been 
constructed and posited:  
Mothers whose bodies are not fit for pregnancy (either biologically or socially), mothers 
who are psychologically unfit for fertility treatments, mothers whose wombs are hostile 
HQYLURQPHQWVIRUWKHLUIHWXVHV«DVWKHVHPHGLFDOGLVFLSOLQHVLVRODWHVSHFLILFW\SHVRI
abnormalcy or deviancy, they construct new norms of healthy and responsible 
motherhood (194).  
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Although Sawicki provides an argument that is very apt for Western society, in the case of 
Bedouin culture, there were no medical disciplines regulating and prescribing what was deemed 
as healthy motherhood. On the contrary, it was the patriarchal culture that both prescribed and 
described motherhood and womanhood. Abu-Lughod explains in Veiled Sentiments:  
For instance, as reproducers, women are responsible for giving birth to the children that 
are so desired and adored. Everyone wants children, and men want as many as they can 
KDYHDQGVXSSRUW«LIWKH\ZRPHQKDYHWURXEOHFRQFHLYLQJRUFDUU\LQJSUHJQDQFLHVWR
term, they turn to ritual specialists, folk healers, or doctors for help. Fertile women are 
valued, admired, and envied (123).  
In The Tent, the only treatment available for the madwoman is to keep her confined in a room, 
and hope that she will not have yet another miscarriage. Her physical limitations are seen as 
derangement, and the pressure of motherhood, specifically giving birth to sons, adds to her self-
annihilation and alleged madness. Jane Ussher explains in :RPHQ¶V0DGQHVV0LVRJ\Q\RU
Mental Illness the way Western VRFLHW\GLVFLSOLQHGZRPHQ³$VIHPDOHSV\FKRORJ\ZDVOLQNHG
with reproduction, any woman deviating from the prescribed role of good wife and mother was 
OLDEOHWREHWUHDWHGE\RQHRIWKHDYDLODEOHµFXUHV¶ 
Similarly to Western society, Bedouin culture applies the same cure to women who 
deviate from the norm: confinement. It comes as no surprise then, that the madwoman in The 
Tent LVDPRWKHUZKR³IDLOV´WRIXQFWLRQDVH[SHFWHG(DFKWLPHVKHLVSUHJQDQWWKHEDE\LVDER\
which she miscarries. This is not arbitrary and we can postulate that her womb rejects boys as a 






crying stopped. He came in and Sardoub shooed us away from the bed. Mother looked at 
him through half-RSHQH\HVDQGGULSSLQJVZHDW«,KDUGO\GDUHGWREUHDWKH:DVVKH
GHDG«$JUHDWVLOHQFHVHWWOHGRYHUWKHKRXVH«7KHPRXUQLQJODVWHGIRUWKUHHGD\V-8).  
Mourning enters the tent, as the ritual in Arab/Muslim culture is to mourn for three days. The 
ORVVRIWKHPRWKHUDIIHFWV)DWLPD¶VVHQVHRIVHOIDQGIXUWKHULQVWLJDWHVKHUGHVFHQWLQWRPDGQHVV
While she is sleeping, Fatima hurts her eye, and relates imaginary characters and events to 
6DUGRXEWKHIDPLO\¶VVODYH)DWLPDEHFRPHVIUXVWUDWHG³:K\ZRXOGQ¶WVKHEHOLHYHPH"7KH
JHQLHWROGPHLWZDVWKHNH\RIOLIHDQG,VDZLWZLWKP\RZQH\HVDSKDUDQRLFV\PERO´
)DWLPD¶VPRXUQLQJEHJLQVDVWKHPRXUQLQJRIWKHORVVRIKHUPRWKHU and ends in melancholia 
towards the end of the text. Sigmund Freud distinguishes the two states of being in On Murder, 
Mourning and Melancholia:  
Mourning is commonly the reaction to loss of a beloved person or an abstraction taking 
the place of the person, such as fatherland, freedom, and ideal or so on. In some people, 
whom we for this reason suspect of having a pathological disposition, melancholia 
DSSHDUVLQSODFHRIPRXUQLQJ«0HODQFKROLDLVPHQWDOO\FKDUDFWHUL]HGE\DSURIRXQGO\
painful depression, a lRVVRILQWHUHVWLQWKHRXWVLGHZRUOG«ZHKDYHDEHWWHU
understanding of this when we bear in mind that mourning displays the same traits, apart 
from one: the disorder of self-esteem is absent (203-4).  
Fatima mourns her loss in her own way, by escaping reality, creating an alter life in her mind 








another form of oppression to her, as it is always being combed, untangled and unknotted (71).  
Her initial mourning becomes pathological melancholia. )DWLPD¶VPHODQFKROLDLVOLQNHGWRD
pathological state, the loss of the ego, and a disregard for the self. She rejects her body as well as 
her mind.  
Madness, Disability, Shame and Asil  
The narrator faces even more marginalization and rejection when her body no longer 
functions as expected. The first instance of marginalization occurs when Fatima breaks her leg.  
Fatima continuously engages in dangerous activities, speFLILFDOO\FOLPELQJWUHHV³,FOLPEHGWKH
trees whenever my father was away or had gone to hunt. Through the branches I could see the 
IURQWRIWKHKRXVHWKHEXLOGLQJVDFURVVWKHURDGWKHFDPHOVUHVWLQJDQGJXHVWKRXVH«)LQDOO\,
KDGIRXQGVRPHWKLQJWRGR´ (15). She is able to gain access to the outside world through 




*RG,¶GEUHDN\RXURWKHUOHJLILWZRXOGWHDFK\RXVRPHVKDPH´The choice of words 
signifies the importance of being functional as a person, as a body, and anything else is 
disavowed, considered a form of madness. In such a society, the physically disabled, as well as 




madness, but more importantly, to a lack of shame. Abu-Lughod deals with the concept of shame 
and wisdom/sanity in a Bedouin context in Veiled Sentiments:  
Hasham is closely tied to the concept of µDJO, the social sense and self-control of 
honourable SHUVRQV«&KLOGUHQZKRDUHVDLGQRWWRKDYHPXFKµDJO, must be taught to 
tahashsham (v.); the primary goal of socialization is to teach them to understand social 
FRQWH[WVDQGWRDFWDSSURSULDWHO\ZLWKLQWKHP«0RWKHUVRIWHQVFROGWKHLUFKLOGUHQZLWK
WKHLPSHUDWLYHZKLFKFDQEHWUDQVODWHGDVµEHKDYH\RXUVHOI¶RUµDFWULJKW¶DQGZKLFK
LPSOLHVµKDYHVRPHVKDPH¶«7KHQRWLRQVRIhasham and µDJO are closely wedded in 
notions of the ideal woman (108).  
Grandmother Hakima utters the very same notions that Abu-Lughod describes as part of Bedouin 
ideology and cultural values and expectations. Fatima, like her mother, lacks mental stability or 
µDJO and refuses to abide by the rules of hasham and does not recognize shame until much later 
in the text. Fatima only recognizes shame once it manifests on her body, in the form of disability, 
and she recognizes that she has been marginalized, othered, disavowed. However, at first, 
breaking her leg only limits her physically and does not affect her mentally or emotionally. This 
LVSDUWO\GXHWRKHUIDWKHU¶VUHDIILUPDWLRQRIKHUVHQVHRIVHOI:KHQVKHILUVWEUHDNVKHUOHJKH
does not shun her, nor does he consider her a lesser being. On the contrary, he reminds her of her 
nobleness, or asl (asl is a noun, while asil is an adjective).Abu-Lughod explains the concept of 
SXULW\DQGQRELOLW\³%ORRGERWKOLQNVSHRSOHWRWKHSDVWDQGELQGVWKHPLQWKHSUHVHQW$VDOLQN







basis of her identity and provide her with a sense of worthiness. Bloodline is extremely important 
both for the nobility and purity of a family, as well as for horses. In Noble Brutes, Donna Landry 
explains Eastern ideologies concerning purebred horses and how these ideologies were so 
intrinsic to Eastern culture: 
What seems uncontestable, nevertheless, is that a potent infusion of Eastern blood 
transformed not only the equine gene pool in the British Isles but also ideas about horse 
EUHHGLQJ«,URQLFDOO\WKRVHNHHQJHQHDORJLVWV(QJOLVKKRUVHEUHHGHUVILUVWOHDUQHG about 
equine pedigree keeping in the East. They imported the idea of a purified lineage and of 
written documentation to support it along with the horses themselves (76).  
The very nature of purity of bloodlines and asl is inextricably linked to Eastern and Bedouin 
FXOWXUHDQGWKHLUPDQDJHPHQWRIWKHLUKRUVHV7KHHPSKDVLVSODFHGRQ(DVWHUQKRUVHV¶QRELOLW\LV
synonymous with Bedouin asl. At the same time, such nobility of heritage carried certain 
EXUGHQLQJH[SHFWDWLRQV/DQGU\DGGV³2QFH(DVWHUQEORRGVWRFk became better known in Britain, 
these characteristics of intelligent loyalty and willingness to serve, apprehended as purity of 
OLQHDJHEHFDPHSDUWRISRSXODUGLVFRXUVHDERXWWKRVHVXSHULRUHTXLQHVKRUVHVRIµTXDOLW\¶´
(137).  
Given that Eastern horses carried such significant qualities, they were also expected to 
behave in a certain manner, similarly to Bedouin women. The following passage exemplifies this 
YHU\VSHFLILF\HWYHU\FRQVWUDLQLQJLGHQWLW\H[SUHVVHGE\)DWLPD¶VIDWKHU 






 ,WRXFKHGKLVIDFHµ,¶OOVWD\ZLWK\RX,ZRQ¶WPDUU\DQ\RQHHOVH¶-3).  
)DWLPD¶VIDWKHUH[SUHVVHV%HGRXLQLGHRORJ\FOHDUO\OLQNLQJKLVGDXJKWHU¶VLGHQWLW\WRKLVRZQ
noble heritage. He places great value on her worth, which can be very constraining and poses 
many intricate issues of use-value and exchange-value. She is rendered an object, specifically a 
³ILOO\´WREHHLWKHUNHSWRUVROG%HGRXLQVWHQGWRDVVRFLDWHZRPHQZLWKWKHLUUHSURGXFWLYH
abilities and fertility, placing great value on those abilities specific to female anatomy and 
sexuality. Simultaneously, this value may be a double-edged sword, rendering women invisible, 
depriving them of any other function, equating them with horses that are meant to be kept, 
FRQWUROOHGDQGPDGHXVHRI-XVWDVWKHKRUVH¶Vbloodline is examined, and it is crucial for its 
value to be established, ZRPHQ¶VYDOXHLVGHULYHGIURPWKHLUOLQNDJHWRSXULW\DQGQREOHasl lines. 
Abu-/XJKRGH[SODLQV³,WLVWKHDVVRFLDWLRQZLWKQDWXUHWKDWLVVSHFLDOWRIHPDOHVWKHVRXUFHRI
both their positive and negative value. Bedouins do not devalue all that is natural and related to 
UHSURGXFWLRQ´ 
 There is both power and powerlessness within the framework which restricts women to 
an identity closely equated to pure horses or fillies. Horses are necessary for the survival of the 
Bedouin, in all aspects. Horses represent and signify a solid commitment, a life-long friendship 
that is established between the owner and the horse; an unspoken agreement is maintained 
throughout the relationship. The horse functions also as a representative of the owner, mirroring 
WKHRZQHU¶VDFWLRQVLGHQWLW\DQGPRUDOVXSHULRULW\:HFDQDOVRSRVWXOate that the mare or the 
filly carries more of the burden, more value, being closely associated with female space and the 
feminine. The mare is tied to the maternal, to the ability to procreate and add more not only to 
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the individual, but also to the colleFWLYHWRWKHWULEH¶VSRZHUDQGVWDWXVLQUHODWLRQWRRWKHUWULEHV
This resonates clearly with the reproductive value placed on women.  
)DWLPD¶VIDWKHURIIHUVKHUDQLGHQWLW\VHFXULW\DQGVKHUHVSRQGVZLWKDQXQZDYHULQJ
loyalty ± VKHZLOOQRW³PDUU\´DQyone else. This statement demonstrates the extent of the 
relationship between Fatima and her father, her desire to please him, and her inability to separate 
from the father figure in her life, the only male figure she associates with. This confusion 
accumulates and adds to her inability to develop a stable sense of self. To add to the 
physiological trauma, a psychological trauma occurs when Fatima witnesses her father exiting 
KHUPRWKHU¶VURRPDQGVKHLVLQIRUPHGWKDWKHVWUDQJOHVKHUPRWKHU 
I tried to crawl away, but my leg was buried in bandages, and however far I crawled the 
sound of her sobbing followed me. 
µ+HVWUDQJOHVKHU¶6DVDWROGPH6KHKDVVHHQKLPVWUDQJOHKHUEHIRUH«DWILUVW,GLGQ¶W
EHOLHYH6DVDKRZHYHUPXFKVKHLQVLVWHGLWZDVWUXH«,ORYHGKLVVLOHQFH«EXWKHU
sobbing frightened me more and I wondered why he strangled her (38-9).  
The realization that her father is not as idealized as she would have him be affects Fatima deeply. 
She begins to detach herself from her father and everyone around her, except for her horse, 
.KD\UD.KD\UDLVD³SXUH$UDELDQILOO\´MXVWOLNH)DWLPDDSULQFHVVDQGVKHLVDSDUWRI
)DWLPD¶VLGHQWLW\.KD\UDZKRVHQDPHOLWHUDOO\WUDQVODWHVLQWR³JRRGQHVV´LV)DWLPD¶VVWURQJHU
self, her noble self, her purity is untainted and remains strongly embedded in Khayra. The other 
part of Fatima is Zahwa, her gazelle. Zahwa is the character that Fatima speaks to constantly in 





)DWLPD¶VPLQGZKLOH.KD\UDKHUKRUVHEHFRPHVDQREMHFWRILQWHUHst to the coloniser, Anne.  
$QQH¶VILFWLRQDOFKDUDFWHULVUHPLQLVFHQWRI/DG\$QQH%OXQW/DG\$QQH%OXQWZDVIDVFLQDWHG
with the horses of Arabia. For instance, one apt example would be her reaction upon being 
DFTXDLQWHGZLWK3ULQFH+DPXG¶VPDUHVLQ+DLO Saudi Arabia. Lady Anne Blunt had confessed: 
³,I,FRXOGKDYHP\FKRLFH,ZRXOGWDNH+DPXG¶VPDUH1H[WWKHEURZQWKLUGWKHFKHVWQXW´
(Winstone 159). Lady Anne Blunt and her husband, Wilfrid Scawen Blunt, were both very 
preoccupied with understanding the Bedouins and their mares. In Bedouin Tribes of the 
Euphrates, Lady Anne Blunt writes of their experience in the Bedouin desert and relays a 
conversation they had with a Bedouin man, Smeyr, who discusses mares and asil with them:  
Wilfrid then inquired aboXWWKHKRUVHVRUUDWKHUPDUHVLQ-HEHO6KDPPDU«³-XVWWKH
VDPH´KH>6PH\U@DQVZHUHG«³7KHUHDUHJRRGKRUVHVLQ1HMGDQGasil (thoroughbred), 
EXWWKH$QD]HKKRUVHVDUHWKHEHVW´«+HWRRNXVWRORRNDWWKLVPDUHZKLFKZDV
standing just outside. She is a chHVWQXWZLWKWKUHHZKLWHOHJV«2QWKHZKROHZHDUH
pleasantly impressed with Smeyr (277-78).  
/DG\$QQH%OXQW¶Vbook H[SORUHVWKH%HGRXLQWULEHV¶XQGHUVWDQGLQJDQGORYHIRUWKHLUPDUHV
their preoccupation with asil horses and mares, and the importance of preserving asl$UDELD¶V
royal mares were not for sale and not up for negotiation. Lady Anne Blunt soon became aware of 
the infinite love and pride the Bedouins possessed regarding their mares and asl. Yet in The Tent, 
Al-Tahawy portrays the character Anne as someone who is able to take forcefully Khayra away, 
EUHHGIURPKHUDQGDIIHFWV)DWLPD¶VZHOO-being in more ways than one. For Al-Tahawy, this 
twentieth century Anne, unlike Lady Anne Blunt, can have only a poisonous and exploitative 
relationship with the Bedouins.  




that leads to her madness and physical disability. Upon first meeting Khayra, Anne is obsessed 
with the idea of buying Khayra and breeding from her. Anne tries to buy Khayra, but both 
Fatima and her father refuse to hand over such a noble filly. FDWLPD¶VIDWKHUH[SODLQVWKDWVLQFH
Fatima is of noble origins, she has the right to keep or sell her filly. This ideology is reminiscent 
of my initial comparison between Fatima and Khayra ± for they are one and the same, at least 
metonymically.  When the coloniser first enters the picture, she is mesmerized by Khayra and 




by which Al-Tahawy wants her readers to perceive her:  
The more I sFUXWLQL]HG$QQH¶VIDFHWKHPRUH,UHDOL]HGWKDWVKHZDVQRWEHDXWLIXOGHVSLWH
KHUZKLWHVNLQDQGKHUEOXHH\HV«KHUEOXHH\HVVKRZHGQHLWKHUEULJKWQHVVQRUOLIH7KHUH
was only one expression, and it was similar to that of a spider crouching silently in wait 
RILWVSUH\6KHKDGVHWKHUKHDUWRQ.KD\UDIURPWKHEHJLQQLQJ«VKHZRXOGIROORZPH
ZLWKKHUH\HV«DQG,ZRXOGUXQDZD\ORRNLQJGHVSHUDWHO\IRU=DKZD%XW=DKZDKDGOHIW
me. And then there was Khayra, her breeding, and her training, and the races. Last but 
QRWOHDVWWKHUHZDVP\HGXFDWLRQVRWKDW,ZRXOGEHILWWREHDUWKHWLWOHµSULQFHVV¶ 
$QQH¶VREVHVVLRQZLWKSRVVHVVLQJ.KD\UDJRHVKDQGLQKDQGZLWKHGXFDWLQJ)DWLPD%RWK)DWLPD





and imperialism, as well as the discourse of power and knowledge.  
The Orient for the coloniser in The Tent is a plethora of symbols, subjects/objects: 
Bedouin culture, Fatima, and Khayra. All three are to be penetrated, objectified, and reduced to a 
IRUPRINQRZOHGJH)DWLPD¶VERG\LVIDVFLQDWLQJWR$QQHXSRQILUVWVHHLQJKHUEDWKH³6KH





term ponytail is entirely foreign to her and is yet another invasion of her privacy and her body. 
)DWLPD¶VSV\FKRORJLFDOWXUPRLOLVKHLJKWHQHGZKHQKHUIDWKHUWDNHVDQRWKHUZLIH
'DZZDED6KHLV³KHDUWEURNHQ´DQGEUHDNVKHUOHJIRUWKHVHFRQGWLPH6KHLVUHIHUUHGWRDV
WKH³GHPHQWHGFULSSOH´DQGFRQVWDQWO\FUDZOs around, finding refuge only in sleep. Her choice of 
room is, not surprisingly, the very same lemon room that her mother had resided in ±the arena of 
LQVDQLW\'DZZDEDUHIHUVWR)DWLPDDV³PHQWDOO\XQKLQJHG«EDGRPHQ´ZKLFKIXUWKHURXWFDVWV
her. Her father stops speaking to her, uncomfortable with her presence and her disabled body, 
DQGVHQGVKHUWR$QQH¶VKRXVHIRUWKHVHFRQGWLPH7KLVWLPH.KD\UDUHIXVHVWRHDWPLUURULQJ
KHURZQHU¶VHPRWLRQDODQGSK\VLFDOGHWHULRUDWLQJVWDWH$QQHWDNHVERWK.KD\UDDQd Fatima to 
her mansion, where Khayra becomes pregnant and Fatima loses her leg. She wakes up one day to 
discover that Anne had amputated her leg in order to save her from further infections, but all she 




is left to negotiate her presence in the world through a disabled body and a psychologically 
unstable mind. Toril Moi explains in Sex, Gender and the Body:  
Perceived as part of lived experience, the body is a style of being, an intonation, a 
specific way of being present in the world, but it does not for that reason cease to be an 
object  with its own specific physical pURSHUWLHV«WKHERG\LVRXUSHUVSHFWLYHRQWKH
world, and at the same time that body is engaged in a dialectical interaction with its 
VXUURXQGLQJVWKDWLWVRVD\ZLWKDOOWKHRWKHUVLWXDWLRQVLQZKLFKWKHERG\LVSODFHG«7KH
body is a historical sedimentatioQRIRXUZD\RIOLYLQJLQWKHZRUOGDQGRIWKHZRUOG¶V
living with us (68)  
)DWLPD¶VERG\HQJDJHVZLWKLWVVXUURXQGLQJVSDWULDUFKDODQGFRORQLDORSSUHVVLRQDQG
subjugation, confining her either to a tent or to a huge mansion, always rendering her invisible 
and hidden in the private sphere. As Elizabeth Grosz offered in Volatile Bodies: Towards a 
Corporeal Feminism:  
The body is commonly considered a signifying medium, a vehicle of expression, a mode 
of rendering public and communicable what is essentially private (ideas, thoughts, 
EHOLHIVIHHOLQJVDIIHFWV«LWLVWKURXJKWKHERG\WKDWWKHVXEMHFWFDQH[SUHVVKLVRUKHU
interiority, and it is through the body that he or she can receive, code, and translate the 
LQSXWVRIWKHµH[WHUQDO¶ZRUOG 
As such, )DWLPD¶VERG\DQGKHUGLVDELOLW\PLUURUKHULQQHUVWDWHRIKHOSOHVVQHVVYXOQHUDELOLW\DQG
powerlessness in the face of oppression. Al-7DKDZ\¶VSORWLVVWUXFWXUHGLQsuch a way as to 
reveal the coloniser DVWKHRQHZKRDPSXWDWHV)DWLPD¶VOHJDGGLQJWRKHU disability, this time 




original state of being.  
$QQH¶VREVHVVLRQZLWK)DWLPD¶VKRUVHUHIOHFWVWKH2ULHQWDOLVW¶VREVHVVLRQZLWKWKH(DVWHUQ
other. For Anne, Fatima is part of the package of Khayra. Fatima will not give up Khayra, and as 
a result, Anne must employ different tools in order to coax Fatima to allow her to breed from 
Khayra. Being a female Orientalist and occupying a place and space of power in the Orient is a 
position that must be considered carefully. Anne, unlike her Western male Orientalist 
counterpart, is a woman, considered the lesser binary in the binary of man/woman; however, she 
is also the dominant self in the binary of Western woman/Eastern other/woman. Anne maintains 
a strong and powerful position in Bedouin culture and even the Shaikh himself holds respect for 
her, allowing her to take and educate his beloved daughter. In Colonial Fantasies <H÷HQR÷OX
FRQVLGHUVDIHPDOH2ULHQWDOLVW¶VQDUUDWLYHWKDWRI/DG\0DU\ Wortley Montagu. She explains the 
VH[XDOGLVFRXUVHEHKLQGWKH:HVWHUQZRPDQ¶VIDVFLQDWLRQZLWKWKH2ULHQWDQGWKHSRVLWLRQVKH
RFFXSLHV³As a woman, Montagu (in the West), has been denied access to return to, to go back 
to her origin/mother/womb so as to be able to produce and re-SURGXFHKHUVHOI«6KHLVQRW
capable of founding her own truth, identity/self in the West´<H÷HQR÷OX3). I would argue that 
Anne is yet another Lady Mary Wortley Montagu, another example of the female Orientalist 
ZKRVHGLVFRXUVH³UHSHDWVDQGUHSURGXFHVDOOWKHH[LVWLQJWURSHVDQGFRQFHUQVWKDWFKDUDFWHUL]H
WKH2ULHQWDOLVWSKDOORFHQWULFGLVFRXUVHV«VKHLVEoth a supplement and an origin, an extra that 
fills out the void and a plentitude simultaneously. But this does not prevent her performing 
2ULHQWDOLVP¶VHSLVWHPLFYLROHQFH´-4). Al-7DKDZ\¶VWH[WLVILOOHGZLWKDQHWZRUNRIZRPHQ
and their coexistence and interactions ± as such, it is not altogether surprising that the 
251 
 
coloniser/Orientalist is also a woman. Al-Tahawy aims to elucidate the multidimensional power 
relations at work between women.  
Fatima must face patriarchy, colonialism, matriarchy, and a female Orientalist who 
continues to observe her and tries to educate and mould her. She UHOD\V³%XWZKHQKHUJXHVWV
came round in the evenings, and their glasses were filled and the conversation flowed, Anne 
would dress me up in one of the cloaks that MouhDKDGHPEURLGHUHGZLWKEULJKWFRORUV«VKH
ORYHGP\VWRULHVDQGQRWKLQJGHOLJKWHGKHUPRUH´1RWRQO\GRHV$QQHHQMR\WKHDFFHVVVKH
has into the Bedouin female space, but she also invites other foreigners to listen to what Fatima 
has to tell, and she wRXOGDVN)DWLPDWRVLQJ³7KH\ZRXOGJD]HDWPHZLWKFXULRXVH\HVDQG,
ZRXOGVLQJ´$O-Tahawy makes her attack upon the Orientalist very clear. The rest of the 
IRUHLJQHUV2ULHQWDOLVWVDQGUHVHDUFKHUVDUHSURXGRI$QQH¶VDFFRPSOLVKPHQWV 
They smiled in astonishment and heaped praise upon her. She told them about her 
research, in which she was recording her observations of Bedouin life. She listed her 
interests, horses, hawks, hunting, woman. She went on about it at length, and they 
questioned her wiWKJUHDWLQWHUHVW,ZLWKGUHZLQVLGHP\VHOI«,IHOWWKDWP\H[LVWHQFHZDV
like that of the birds in their cages and Khayra in her stall (99).  
The above passage exemplifies the relationship between coloniser/colonisHGDQGWKH2ULHQWDOLVW¶V
perception of the Orient, always to be analysed, studied, and written for and about. In Colonial 
Fantasies 0H\GD<H÷HQR÷OXSURSRVHV  
We need to keep in mind that the imperialist gesture of subject constitution is always 
predicated upon the recognition of the other through assimilation, through the logic of the 
same. Such a process of assimilation necessarily entails a translation and we should not 
forget that every act of translation is an act of transformation of the radical alterity into 
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WKHVHOI¶VRZQWHUPV«ZLWKLQWKHapparatus of colonial power difference is always 
understood through the logic of the same, through the self, and as such is nothing but an 
inverted mirror-image of the same (84-5). 
Therefore, Anne uses Fatima as an object, to be assimilated and molded into the very same 
image Anne has of herself and of what a Bedouin girl embodies. Her disability and her Bedouin 
LGHQWLW\DUHPDGHLQWRDIUHDNVKRZ7KLVLVUHPLQLVFHQWRI5RVHPDULH*DUODQG7KRPVRQ¶VYLHZ
on how disabled and different bodies have been forced to perform for society: 
The freak show is a spectacle, a cultural performance that gives primacy to visual   
apprehension in creating symbolic codes and institutionalizes the relationship between 
the spectacle and the spectators.  In freak shows, the exhibited body became a text written 
in boldface to be deciphered according to the needs and desires of the onlookers (60).  
)DWLPD¶Vperformance is both of a racially and physically othered female. Her disability and her 
Bedouin identity is used and abused for the Western onlookers. Her only escape is insanity, 
outside of the realms of reality. She is able to discern that she is equated with animals and her 
beloved Khayra. There is QRURRPIRUKHU³WUXH´VHOIDQGher own established identity. Fatima is 
only able to respond to the pressures and subjugation she endures inside her head. Only in her 





year she would produce a new breed. Are you fed up, Khayra, like me? Books and 





having reached a helpless, hopeless state mirrored by her leg amputation and her mental 
LQVWDELOLW\.KD\UD¶VERG\OLNH)DWLPDLVZHDU\\HWVKHPDLQWDLQVDQGVXVWDLQVKHURQHIXQFWLRQ
as a reproductive force ± but Fatima has lost even that quality.  
Madwomen figures throughout this thesis have been able to speak and vocally criticise 
their environments and diagnose their own conditions. Bertha/Antoinette is able to speak against 
society, against Rochester, Catherine is able to speak against Edgar and diagnose herself, Ammu 
and Maha speak against the coloniser and patriarchy. All of these madwomen figures have the 
ability to articulate what is happening to them and critique their environments. Fatima thinks to 
KHUVHOIGLDJQRVLQJKHURZQFRQGLWLRQ³)DWLPDKDGVSOLWLQWZRRQHKDOIMDEEHULQJDZD\LQ
foreign languages and the RWKHUVLQJLQJWUDGLWLRQDO%HGRXLQIRONVRQJV´). Fatima is able to 
discern what has happened to her identity. To help clarify the split that occurs within the self 
DIWHUEHLQJH[SRVHGWRWZRODQJXDJHVDQGFXOWXUHV1JXJL:D7KLRQJ¶RVSHDNVRIWKLVGLOHmma 
in The Language of African Literature. For Ngugi, language is a carrier or culture and identity. 
8SRQHQWHULQJDFRORQLDOVFKRRODFHUWDLQ³KDUPRQ\ZDVEURNHQ7KHODQJXDJHRIP\HGXFDWLRQ
ZDVQRORQJHUWKHODQJXDJHRIP\FXOWXUH´1JXJLDGGV³The language and literature was 
WDNLQJXVIXUWKHUDQGIXUWKHUIURPRXUVHOYHVWRRWKHUVHOYHVIURPRXUZRUOGWRRWKHUZRUOGV´
)RU1JXJLFXOWXUHDQGODQJXDJHDUHLQH[WULFDEO\OLQNHG³/DQJXDJHFDUULHVFXOWXUHDQG
FXOWXUHFDUULHV«WKHHQWLUHERG\RIvalues by which we come to perceive ourselves and our place 





environment are a reaction to the patriarchal and colonial oppressions working against her.  
)DWLPDDVµ0DGZRPDQ¶ 
Because Fatima is now labelled as mad and physically disabled, she is rejected and 
expelled from her community. Unlike Maha and Um Saad in Pillars of Salt, Fatima is not placed 
LQDPHQWDODV\OXP/LNH$PPXLQ5R\¶VThe God of Small Things, and Bertha/Antoinette in 
Jane Eyre and Wide Sargasso Sea, Fatima is expelled and abjected from her community, left 




home, her comfort zone, her place of security and safety. Said also sWDWHV³)RUH[LOHLV
IXQGDPHQWDOO\DGLVFRQWLQXRXVVWDWHRIEHLQJ´)DWLPD¶VPHQWDODQGHPRWLRQDOVWDWHLV
precisely undergoing GHWHULRUDWLRQDQGGLVHQWDQJOHPHQW6KHGHFLGHVWRPRYHLQWRKHUPRWKHU¶V
ROGURRPWKH\HOORZURRPDQGQDUUDWHV³0\KHDUW was a lake of dried salt, shimmering in the 
distance, without waves or life. The walls of the room were full of cracks where the mud had 
VSOLW´$OODURXQGKHUWKHUHLV³QRWKLQJEXWHPSWLQHVVDQGVLOHQFHDQGWKHVDGPXWWHULQJVRI
WKHZLQG´$s such, her exilic position leaves her in a constant state of mental and physical 
deterioration. At the same time, because she occupies the place of the disavowed, an exilic state, 
outside the borders of what is deemed acceptable and normal, she is able at the very least to 
threaten the hegemonic order by her very existence, exposing everything that is culturally 
disavowed. By constructing a disabled and mad heroine, Al-Tahawy displaces the negative and 




simultaneously lends her power. She is racially and physically othered, yet it is this very 
otherness that places her in an ambiguous position of both power and powerlessness. Fatima 
recovers some power in her body, although it is defined a disabled body, a body that lacks and 
does not conform. Her agency is one of embodiment, grounded specifically in her experience of 
physical and mental alienation.  
In Al-7DKDZ\¶VThe Tent)DWLPD¶VSHUIRUPDQFHDVDPDGZRPDQDQGDGLVDEOHGZRPDQ
disrupts order; she is the abject, the rejected body, and the transgressive subject that must be 
expelled. Her madness and disability are subversive and resistant. Her Grandmother fears her, 
Dawwaba fears her, and her father abandons her. Her body becomes a site for resistance as well 
DVKHUPLQGWKHUHLVDGXDOSOD\RQWKHPLQGDQGWKHERG\¶VFDSDFLW\IRUUHVLVWDQFH1RWRQO\





She chooses to perform the role of the disabled woman, as well as the madwoman. She does not 
simply fall prey to disability and madness, she does not succumb to madness per se. Fatima plays 
a role; she is an active agent in her subversive performance. Fatima becomes a replica of her 
PRWKHU³,KDGHQWHUHGWKHFKDPEHU RIVREELQJVLOHQFH7KHVDPHVZROOHQH\HV0D\EHWKDW¶V
ZK\OLWWOHJLUOVZHUHDIUDLGRIPH«0D\EHWKDW¶VZK\P\IDWKHUKDGVWRSSHGFRPLQJ´7KH
abandonment she faces when her father replaces her with his youngest, healthiest daughter, 




Her father needs physical support, as he has grown older, and Fatima is unable to provide him 




the situation or amend her image in any manner. Instead, she takes on her role and pushes it to 
the limit, to the very furthest extent, to the edge of the boundaries and borders as they threaten to 
dissolve her very existence within the community. For both madwomen in the text, for Fatima 
and her mother, there is a disassociation from the self and the body which is a turning point for 
disintegration, psychic and physical suffering. The mind and the body suffer together which 
leads to complete annihilation and exile. Unlike the works of the Brontës, Rhys, Roy, and Faqir, 
The Tent deals with a physically othered female protagonist, one that is both physically disabled 
and mad. Her physically disability renders her subhuman, shameful in a culture that demands 
normalcy. Not only is she mad, but she is also physically disabled; her supposed lack is twofold. 
+RZHYHU)DWLPD¶VIDLOXUHWRFRQIRUPWRDµQRUPDO¶ERG\DQGPHQWDOVWDWHOHDYHVKHULQDQ
ambiguous, ambivalent state of being. She is not altogether powerless, but she is not powerful 
either. Al-7DKDZ\¶VThe Tent exemplifies the role of the madwoman as an agent of subversion, 







Conclusion: Madwomen Agents of Resistance to Empire and Indigenous Patriarchy 
 
 One of the main objectives of this project has been to question the dichotomy that has 
continued to separate Western women from Eastern women. The texts I have analysed expose 
the falsity of this separationist thought. The fictional works all share similar patterns in terms of 
plot, whether Victorian, South Asian, Postcolonial, or Bedouin. The madwoman in the attic 
prototype has overshadowed other female experiences of madness. My selection of texts has 
been essentially based on a desire to include other madwomen into the literary canon and to shift 
WKHVFHQHIURPWKH%ULWLVKDWWLFWRLQFOXGHDPRUHGLYHUVHXQGHUVWDQGLQJRIWKHµPDGZRPDQ¶
experience. The spatial entrapment is not limited to the attic, but rather includes rooms, asylums, 
tents ± and that is not to exclude emotional and/or mental entrapment.  
 My thesis has investigated the commonalities found in literary works written by women 
in the Anglophone world about female experiences of madness. I have chosen texts from 
different cultures and time periods purposefully; nineteenth-century and late twentieth-century. I 
am aware that literary critics tend to characterize and categorize literary works according to time 
periods, schools, genres, and nations. This categorization ultimately relies on establishing 
differences between texts, authors, and cultures. When looking for differences within texts and 
experiences, first, one has to reduce similarities and exaggerate differences. This method 
eventually creates opposition between East and West. My thesis emphasizes the importance and 
SUHYDOHQFHRIFRPPRQDOLWLHVLQOLWHUDU\ZRUNVWKDWWUDFHWKHKHURLQH¶VBildungsroman and 
madness. While the Victorian works explicitly tackle the Bildungsroman in terms of gender and 
patriarchy, there are racial politics at work, although less explicit. The Postcolonial and Bedouin 
fictions I have selected deal with the Bildungsroman primarily in terms of race and colonialism; 
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gender and patriarchy are also salient issues. In all four chapters, I have examined the female 
heroLQH¶VMRXUQH\DZD\IURP colonial and neocolonial race and gender oppression, a journey into 
the self, and outside and away from the self, too. Borders and boundaries ± even between 
sanity/insanity ± eventually collapse.  
 The re-reading of the Victorian texts is necessary to locate the experience of madness in 
relation to the British Empire and its ideologies, in order to show how the Victorian patriarchal 
and racist culture fostered native ZRPHQ¶VVRFLDODQGPHQWDODOLHQDWion. I have focused on 
&DWKHULQH(DUQVKDZ¶VERXWRIPDGQHVVDQGVXEVHTXHQWGHDWKLQWuthering Heights, reading her 
mental and bodily experience of annihilation as a form of protest. Catherine chooses to write her 
own ending, fleeing from the sexual and class and racial oppression she and Heathcliff have 




hierarchy. All of the heroines discussed in this study are eventually exiled and excluded from 
society. For example, Catherine is ostracized even after her death: 
7KHSODFHRI&DWKHULQH¶VLQWHUPHQWWRWKHVXUSULVHRIWKHYLOODJHUVZDVQHLWKHULQWKH




Although she was not confined to an attic, like Bertha/Antoinette (Jane Eyre, Wide Sargasso 
Sea) or to an asylum like Maha and Um Saad (Pillars of Salt), her grave embodies a confinement 
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and occupies very little space. This form of physical exclusion even in death is also seen in 
5R\¶VThe God of Small Things. Ammu suffers from thHVDPHIDWH³7KHFKXUFKUHIXVHGWREXU\
Ammu. On several counts. So Chacko hired a van to transport the body to the electric 
FUHPDWRULXP´5R\$PPXDQG&DWKHULQHDUHERWKSXQLVKHGIRUWKHLUFKRLFHRIORYHUV
Heathcliff and Velutha, both of whom are outcasts and Untouchables. Their love affairs are a 
form of protest, a subversion of the status quo; Catherine and Ammu are both able to identify 
with the other, a male counterpart who suffers from race/caste and social stigma. I have also 
traced Victorian sexism and racism in Jane Eyre and Wide Sargasso Sea. My argument has been 
NHHQRQXQYHLOLQJWKHUHODWLRQVKLSEHWZHHQ-DQH¶VIDWHDQG%HUWKD¶V-DQHlike Catherine, is born 
a woman and that is her misfortune, while Bertha is born both a woman and a colonial and 
racialised other, hence her ultimate demise. Wide Sargasso Sea shares similar plot patterns with 
WKHSRVWFRORQLDODQG%HGRXLQWH[WV7KHSURWDJRQLVWV¶MRXUQH\VDOOFXOPLQDWHLQPDGQHVVPDLQO\
because of Empire and colonial contact. Self-identity is explored under the lens of race and 
gender; and the final outcome is a quest for freedom, an attempt to break free from the social 
UHVWUDLQWVWKDWKDYHNHSWWKHPVXERUGLQDWHGDQGRSSUHVVHG$QWRLQHWWH¶VVXLFLGHLVFDOFXODWHGLQ





notions ± HYHQLIWKHEUHDNWKURXJKDOVRFRQVWLWXWHVWKHKHURLQH¶VEUHDNGRZQ 
Madness and death emerge as textual strategies to give voice to marginalized and 
silenced women. After the characters go mad, are annihilated, or die, we are left with a lack of 
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closure. There is a feeling of unrest, and no traumas are healed. Maha and Um Saad are left in a 
mental asylum, forever screaming at the English doctor, yet that is their tragic ending. Fatima in 
Al-7DKDZ\¶VThe Tent is left completely disabled and mad, crawling around the tent and forever 
H[LOHG6KHVWDWHV³)DWLPWKHFULSSOHGRHVQ¶WQHHGDQ\RQH«,FDQKHDUWKHJLUOVRXWVLGHPDNLQJ
IXQRI)DWLP«PDNLQJIXQRIP\GHIRUPLW\´7KHGLDORJXHEHWZHHQWKHRSSUHVVHGDQGWKH
oppressor is never over. All four writers leave us with a sense of awareness of the pivotal role of 
these fictional characters in their rebellion. They are embodied agents that attempt to criticise 
and subvert interlocking systems of oppression: patriarchy, colonialism and neo-colonial 
relations of power. Whether they succeed or not is not the question at hand; these madwomen 
figures are able to push at the boundaries of sanity/insanity and normalcy.  
There is a need to remain vigilant about the temptation of romanticizing madness and 
death. I am aware of the limitations of my study; it remains only one study based entirely on 
fiction and concerned primarily with literary representations of madness. I have been careful not 
to glorify or celebrate real clinical madness and as such I have chosen to focus only on mad 
characters in fictional textV0\JRDOKDVEHHQWRLOOXPLQDWHWKHFRPPRQDOLWLHVEHWZHHQµPDG¶
Eastern and Western women and their experiences; as such, these women writers in the 
Anglophone tradition have employed the same strategy of seizing upon madness as a tool of 
resistance. Madness in the four texts is an act of protest. The literary attitude of the Brontës, 
Rhys, Roy, Faqir, and Al-Tahawy towards these mad female protagonists is one that considers 
madness as protest and revolution; it is sympathetic as well as celebratory.  
I have tried to explore and enhance the literary tradition of the madwoman by bringing 
together different works from different time periods and cultures. Throughout my thesis, I have 
been drawing comparisons between tKHSURWDJRQLVWV¶H[SHULHQFHRIPDGQHVV,QDOORIWKHWH[WV
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there is evidence of the inextricability of Empire and patriarchal ideologies. They are almost 
synonymous, and this oppression manifests itself in the psyche. Through a close reading of the 
texts, my aim has been to elucidate the ways in which madness features as both a result of 
patriarchy and colonialism, as well as a reaction to patriarchal and colonial cultures. Madness is 
represented as an imperial or colonial effect on indigenous patriarchy. Empire ideologies of race, 
gender, and class oppression further fuelled indigenous patriarchy. The relationship between 
µKRPH¶WKH(PSLUHDQGµDEURDG¶WUDQVIHUUHGSRLVRQRXVV\VWHPVRIRSSUHVVLRQ:RPHQDWKRPH
and abroad both suffered the consequences of the imperial mission. Madness surfaces as a 
violent response and as protest. There are of course, many questions that this thesis raises and 
has only just begun to answer. Further inquiry into the significance of East/West relationships is 
necessary to trace the rise of the Eastern and Western madwoman. This thesis has started a long 
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